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Dedicated 

to 

the memory of 

those great scholars of India and the West 

nho by theii indefatigable study and ingenious interpretation 
of her Religion, Philosophy, Literature and Arts, have demon¬ 
strated the high value of India's culture to the World at large and 
have- helped her towards a reawakening and political liberation, 

and 

who by their discovery of the Universal aspect of this culture 
have made patent India's spiritual kinship with the other ancient 
nations of the World and have paved the way for an ultimate 
triumph of Internationalism. 



The preparation of an annotated ..English translation of the 
Natya^astra entrusted to me as early as 1944, by the Royal Asiatic 
Society, has been delayed for various reasons which need not 
be recounted here in detail. But mention must be made of one 
important factor of this delay, viz., the inherent difficulty of this 
very old text which is not yet available in a complete critical edition. 
From my first serious acquaintance with it in 1925 in connection 
with the editing of the Abhinayadarpana (Calcutta, 1984) this work 
has always engaged my attention in the intervals of other duties. 
But it was only a few years ago, that I came to believe that the 
entire work could be translated into English. It was, however, only 
after making some actual progress in translation that I realised the 
difficulty of the task and understood to some extent at least why 
no complete translation of this very important text had so far not 
been made. 

However, I considered it a duty to make strenuous efforts 
and proceeded patiently with the work and finished at last translat¬ 
ing the major portion of the NatyaSastra. I am now genuinely 
happy to place it before the scholarly public, not because it could 
be done in an ideal fashion, but because it could be finished at all. 

In handling a difficult old text like this it it natural that one 
has to offer conclusions and interpretations, here and there, which 
due to the absence of better materials cannot be placed on surer 
grounds. But whatever tentative assertions I have made, have 
been made after the most careful consideration with the expectation 
that they may prove helpful to others working in this field, and it 
may be hoped that their number has not been too many, and in a 
few cases where I myself had any doubt about the interpretation 
offered, the same has been expressly mentioned in the footnote. 

The chapters on music covering a little more than one fourth 
of the Natyaslstra still remain to be done. These when completed 
will be published in the second volume. As the work on it, is 
progressing very slowly and it cannot be said definitely when it will 
be finished, it was thought advisable to publish the portion of 
the translation already prepared- Though the musical terms occur¬ 
ring in the present volume remain undefined, the absence of chap¬ 
ters on music where they have been discussed, will not, it is hoped, 
seriously interfere with the understanding of the dramaturgy and 
histrionics treated here. 

For information regarding the plan and scope of the present 
work, the reader is referred to the Introduction, section I. 

For the purpose of this volume, works of various scholars 
have been helpful to the translator and they have been mentioned 



in proper places. But among them all, the American Saaskritist 
Dr. G. C. 0. Haas deserves to be specially mentioned *, for his 
plan of the translation of the Dasarupa, has been adopted in a 
slightly modified manner in the present work. 

I am indebted to Dr. S. K. De, due to whose kindness I 
could utilise the unpublished portion of the Abinavabh&rati. It is 
also a great pleasure to acknowledge the uniform courtesy of 
different officers of the Society from i 947-1950, especially Dr. K.N. 
Bagchi, and Dr. Niharanjan Ray, the General Secretaries and 
Mr. S. K. Saraswati, the Librarian and Mr. Rakhahari Chatterji, 
the Superintendent of the office, whose patience I had to tax on 
different occasions in course of the publication. 

I am grateful to my father-in-law Sri Kali Charan Mitra 
who read the original draft of the first fourteen chapters of the 
present work and made suggestions regarding the language, and to 
my esteemed friend Dr. S. N. Ray, M.A.,Ph.D. (London) formerly 
Head of the Department of English in the University of Dacca, 
for reading the proof of the first twelve formes and also for going 
through in Mss. the Introduction and for making welcome 
suggestions. 

I wish to mention here very gratefully the debt I owe to 
Dr. Kalidas Nag in connexion with the preparation and the publi¬ 
cation of this work. But for his suggestion to undertake this work 
it might not have reached at all the stage of publication. 

Last but not the least it becomes my most cheerful duty to 
express my gratitude to Prof. Suniti Kumar Chatterji, who has 
also helped me otherwise in connexion with this work- I his 
help and his constant encouragement have rendered this work less 
arduous than it might otherwise have been. 

I should here also apologise to the readers for the many mis¬ 
prints that have crept into the volume. They are requested to make 
kindly, the necessary corrections pointed out in the corrigenda. 

25th November, 1950 The TravBlator 
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relate to the chapter of the NS. 


(b) For the manner of referring to dramas, see under the Bhasa- 
nataka-cakra in the Bibliography (Original Texts). 


(c) In the footnotes to the Introduction long vowelsi cerebral 
sounds and the labial sibilant have been indicated by italics. 
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Illumination of the stage, pp. 42-43 ; 93-97. Good results of consecrating 
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the stage, p. 43 ; 98-101. 
pp. 43-41. 


Evils following non-consecration of the stage, 


Chapter Four 


THE CLASS DANCE, Pages 45-75 

1-14. Brahman writes the first play and gets it performed, pp. 45-46 ; 
14-16. Two kinds of Preliminaries, pp. 46-47 ; 16-27. The Angaharas, 
p. 47 ; 28-29. Uses of Angaharas, p. 47 ; 29-61. The Karanas, pp. 47-49; 
62-169. Definition of 108 the Karanas, pp- 49-60 ; 170-245- Definition of 
the Augaharas, pp. 60-65 ; 246-252. The Recakas, pp. 65-66 ; 253-264. 
The Pindibandhas, pp. 66-68 ; 265-272- The Sages speak on the use of 
dance, pp. 68-69 ; 273-274. The Vardhamanaka, p. 69 ; 275. The Asarita, 
p. 69 ; 276. The Upohana, p. 69 ; 277-294. Entry of female dancers and 
the four kind- of Pindis, pp. 69-72 ; 295-308. The Chandakas, pp. 72-73 ; 
309-310. The gentle dance, p. 73 ; 311-314. Occasions suited to dance, 
pp. 73-74 ; 315-320. Occasions when dances are prohibited; p. 74 ; 321- 
324. Playing of drums, pp. 74-75 ; 325-328. When drums are not to be 
played, p. 75 

Chapter Five 

THE PRELIMINARIES OF A PLAY, Pages 76-99 


1-4. The sages question, 76 ; p. 5-6. Bharata answers, p. 76; 7. Preli¬ 
minaries defined, p. 76 ; 8-16. Parts of the Preliminaries, pp. 76-77. 17. 
Pratyahara, and Avatarana, pp. 78 ; 18. Arambha, and A^ravana, pp. 78 ; 
19. Yaktrapani, Parighattana, p. 78 ; 20. Samghotana, Margasarita, p. 79. 
21. Asarita and the Application of Songs, p. 79 ; 22-23. Utthapana, p 79 ; 
23-24. The Walking-round, p. 79 ; 24-25. The Benediction, 79 ; 25-26. 
fiuskavakrsta Dhruva, pp. 80 ; 26-27. Rangadvara, p. 80 ; 27-28. The Carl 
and the Mahacarl, p. 80 ; 28-29. Three Men’s Talk, p. 80 ; 29-30. The 
Laudation, p. 80 ; 30-32. Origin of Bahirgita and its justification, pp. 
80-81 ; 33-36. Daityas and Raksasas provoked to jealousy, p. 81 ; 37-38. 
The gods approach Narada to stop the Nirgita, p. 81 ; 38-44. Narada 
pacifies the gods, p. 82 ; 44-59. The gods are pleased with the Nirgita 
(Bahirgita), pp. 82-83 ; 60-64. Song 9 in pure Preliminaries, p. 84; 
65-66. The first Walking-round, p. 84 ; 67-76. The second Walking-round, 
pp. 84-86 ; 77-84. The third Walking-round, pp. 86-87 ; 84-89. The 
fourth Walking-round, p. 87 ; 89-101. The Parivartan! Dhruva, pp. 87-89 ; 
101-104, The Fourth Man enters, p. 89 ; 104-107. Singing of the Avakrsta 
Dhruva pp. 89-90 ; 107-113. Examples of the Benediction, pp. 90-91 ; 113- 
11.6. An example of Su§kavakrst,a Dhruva, p. 91 ; 116-119. Rangadvara, 
p. 91; 119-127. Carl, pp. 92-93 ; 127-137. Mahacarl, pp. 93-94; 137- 
141. The Three Men’s Talk, p. 94 ; 141-142. The Laudation, pp. 94-95 ; 



143-154.. Tlio Tryasra Preliminaries, pp. 95-96 ; 155-166. The Mixed 
Preliminaries, pp. 96-97 ; 167-179. Introduction of a play, pp. 97-99. 

Chaptee Six 
THE SENTIMENTS, pages 100-117 

1-3. The sages question, p. 100 ; 4-8. Bharata answers, pp. 100-101 ; 
8-14. Digest, Memorial Verse and Etymology defined, pp* 101 ; 15-16. The 
eight Sentiments, p. 102 ; 17-21. The Dominant States, p. 102 ; 22. The 
eight Temperamental States, pp. 102-103 ; 23. The four kinds of Histrio¬ 
nic Representation, p. 103 ; 24. The two Practices and the four Styles, p. 
103; 25-26. The four Local Usages, and the Success, p. 104 ; 27-29. The 
notes, and the four kinds of musical instrument, p. 104 ; 29-31. The five 
kinds of Dhruva, pp. 104-105 ; 31-33. The Sentiments explained, pp. 105- 
136 ; 33-38. The relation between the Sentiment and the States, p. 106-107 ; 
38-43. The eight Sentiments from the four original ones, p. 107-108 ; 44-45. 
Tho presiding deities of the Sentiments, p. 108 ; 45-48. The Erotic Senti¬ 
ment, pp. 108-110 ; 48-55. The Comic Sentiment, pp. 110-111 ; 56-57. 
Of persons of tho middling type, p. Ill ; 58-61. Of persous of the inferior 
type, pp. 111-112 ; 61-63. The Pathetic Sentiment, p. 112 ; 63-66. The 
Furious Sentiment, pp. 112-113 ; 66-68. The Heroic Sentiment, p. 114 ; 
68-72. The Terrible Sentiment, pp. 114-115 ; 72-74. The OdiouB Sentiment, 
pp. 115 ; 74-76. The Marvellous Sentiment, p. 116 ; 77. The three kinds 
of the Erotic, the Comic and the Terrible Sentiments, p. 116 ; 78. The 
three kinds of the Pathetic Sentiment, p. 116 ; 79. The three kinds of the 
Heroic Sentiment, pp. 116-117, 80. The three kinds of the Terrible Senti¬ 
ment, 117. 81. The three kinds of the Odious Sentiment, p. 117 ; 82-83. 
The three kinds of the Marvellous Sentiment, p. 117. 

Chaptee Seven 

THE EMOTIONAL AND OTHER STATES, Pages 118-147. 

1-3. Bhavas (States) explained, p. 118 ; 3-4. Vibhavas (Determi¬ 
nants) explained, pp. 118 119 ; 4-6 Attubhavas (Consequents) explained, 
p. 119 ; 6-7. The three kinds of State ; Dominant, Transitory and Tem- 
peramantal, pp. 119-120 ; 7-8. Difference between the Dominant and the 
other States pp. 120-121 ; 8-9. Love, p. 121 ; 9-10. Laughter, p. 121 ; 10- 
14. Sorrow, p. 122 ; 14-20. Anger, pp. 122-123 ; 20-21. Energy, pp. 123- 
124 ; 21-25. Fear, p. 124 ; 25-26. Disgust, p. 125 ; 26-27. Astonishment 
P. 125 ; 27-29. The Transitory States, pp. 125-126 ; 27-30. Discourage¬ 
ment, p 126 ; 30-32. Weakness, pp. 126-127 ; 32-35. Apprehension, 
pp. 127 ; 35-37. Envy, pp. 127-128 ; 37-46. Intoxication, pp. 128-129 ; 
46-47. Weariness p. 129 ; 47-48. Indolence, pp. 129-130; 48-49. Depression, 
p. 130 ; 49-51. Auxiety, p. 130 ; 5L-53. Distraction, pp. 130-131, 53-55. 
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Recollection, p. 131 ; 55-57. Contentment* pp. 131-132 ; 57-59. Shame, 
p. 132 ; 59-60. Inconstancy, p. 132-133 ; 60-62. Joy, p. 133 ; 62-65. Agita¬ 
tion, pp. 133-134 ; 65-66. Stupor, p. 134-135 ; 66-67. Arrogance, p. 135 ; 
67-69. Despair, p. 135-136 ; 69-70. Impatience, p. 136 ; 7,0-72. Sleeping, 
p. 136 ; 72-74. Epilepsy, p._ 137 ; 74-76. Dreaming, pp. 137-138 ; 76-77. 
Awakening, p. 138 ; 77-79. Indignation, p. 138 ; 79-80. Dissimulation, 
pp. 138-139 ; 80-81. Cruelty, p. 139 ; 81-82, Assurance, p. 139 ; 82-83. Sick¬ 
ness, pp. 139-140 ; 83-85. Insanity, pp. 140-141 ; 85-90. Death, pp. 141- 
142 ; 90-91. Fright, p. 142 ; 91-93. Deliberation, pp. 142-143 ; 93. 
Temperamental States, p. 143 ; 95. Perspiration, p. 144 ; 96. Paralysis 
and Trembling, p. 144 ; 97. Weeping, p. 144 ; 98. Change of Colour 
and Horripilation, p. 144 ; 99. Change of Voice and Fainting, p. 144 ; 
100-106. Representation of the Temperamental States, pp. 144-145 ; 107- 
124. Application of the States to the different Sentiments, pp. 145-147. 

Chapter Eight 

THE GESTURES OF MINOR LIMBS, Pages 148-167 

1-3. Sages question, p. 148 ; 4-6 Bharata answers, pp. 148-149 ; 7. 
The meaning of abhinaya, p. 149 ; 8-9. The four binds of abhinaya, p. 
149 ; 11-16. The Gesture : its three varieties, pp. 149-150 ; 17-37. Gestures 
of the head and their uses, pp. 150-152 ; 38-42. The thirtysix Glances, 
pp 152-153 ; 43-51. The Glances to express the Sentiments, pp. 153-154 ; 
52-60. The Glances to express the Dominant States, pp. 154-155 ; 61-84. 
The Glances to express the Transitory States, pp. 155-158 ; 85-95. Uses of 
Glances to express the Transitory States, pp. 158-159 ; 95-98. The eye¬ 
balls, pp. 159-160 ; 99-102. Uses of the eyeballs, p. 160 ; 103-107. The 
additional Glances, pp. 160-lGl ; 108-111. The eyelids, p. 161 ; 112-115. 
Uses of the eyelids, p. 162 ; 116-120. The eyebrows, pp. 162-163. 121-125. 
Uses of the eyebrows, p. 163 ; 126-128. The nose, pp. 163-164 ; 129-132. 
Uses of the nose, p. 164 ; 132-134. The cheeks ; p. 164 ; 135-137. Uses of 
the cheeks, pp. 164-165 ; 137-139. The lower lip, p. 165 ; 140-142. Uses of 
the lower lip, p. 165 ; 143-146. The chin, p. 166 ; 146-149. Uses of the 
chin, p. 166 ; 149-157. The mouth, pp. 166-167 ; 157-158. The colour of 
the face, p. 167 ; 159-165. Uses of the colour of the face, pp. 167-168; 
166-167. The nock, p. 163 ; 167-173. Description and uses of the neck 
gestures, pp, 168-169. 

Chapter Nine 
THE GESTURES OF HANDS, Pages 170-190 

1-3. Bharata speaks, p. 170 ; 4-17. Sixtyseven gestures of the hand, 
pp. 170-171 ; 17-126. Gestures of single hands, pp. 171-181 ; 126-155. 
Gestures of combined hands, pp. 182-185 ; 156-159. General rules regard¬ 
ing the use of hand gestures, p. 185 y 160-165. Different movements of 
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hand gestures, p. 185 ; 166-167. Spheres of hand gestures, p» 186 ; 168-17/. 

The quantity of gestures, pp. 186-187 ; 178-204. The Dance-hands, pp. 187- 
189 ; 205-211. The four Karanas of the hands, pp. 189-190 ; 212-2 L4. The 
movements of arms. p. 190. 

Chapter Ten 

THE GESTURES OF OTHER LIMBS, Pages 191-196. 

1-9. The breast, pp. 191 ; 10-15. The sides, p. 192 ; 16-17. Uses of the 
sides, p. 192 ; 18. The belly, p. 192 ; .9-20. Uses of the belly, pp. 192-193 ; 
21-24. The waist, p. 193 ; 25-26. Uses of the waist, pp. 193-194:27-31. 
The thigh, p. 194 ; 32-33 Uses of the thigh, p. 194 ; 34-37. The 
shank, pp. 194-195 ; 28-40. Uses of the shank, p. 165 ; 41-51. The feet and 
their uses, pp. 195-196 ; 52-54. The Carls, p. 196. 

Chapter Eleven 
THE CARl MOVEMENTS, Pages 197-206 
1-3. Definitions, p. 197 ; 4-6. Uses of the Carls, p. 197 ; 7-12. The 
thirty two Carls, pp- 197-198 ; 13-28. The earthly Carls, pp. 198-199 ; 
29-49. The aerial Carls, pp. 199-201 ; 50-71. The Sthanas, pp. 201-203 ; 
71-88. The four Nyayas in using weapons, pp. 203-205 ; 88-91- The 
Sausthava, p. 205 ; 91-92. The Caturasra, p. 205 ; 92-94. The four acts 
relating to the bow, p. 205 ; 94-96. The method of exercise, pp. 205-206 ; 
96-100 Health and nourishment of persons taking exercise ; p. 206. 

Chapter Twelve 

THE MANDALA MOVEMENTS, Pages 207-212 

1-5. The Mandalas, p. 207 ; 6-41. The aerial Mandalas, pp. 207-210 ; 
42-68. The earthly Mandalas, pp. 210-212. 

Chapter Thirteen 
THE DIFFERENT GAITS, Pages 213-237 

1. Gaits for different characters, p. 213 ; 2-3. Entrance of dramatis 
personae, p. 213 ; 4-7. Posture for superior and middling characters at the 
entrance, p. 213 ; 8-10. The interval of their feet, pp. 213-214 ; 10-11. The 
time for their steps, p. 214 ; 12-14. The tempo of their Gait, p* 214 ; 15-24. 
The natural Gait, pp 214-215 ; 25-29. Gait of kings, p, 216 ; 80-34. 
Gait under special conditions, p. 216; 35-40. Tempo of Gaits under 
special conditions, pp. 217 ; 41-48. Gait in the Erotic Sentiment, pp. 

217- 218 ; 48-54. Gait in the Terrible Sentiment, p. 218 ; 54-56. Gait in 
the Odious Sentiment, p. 218 ; 57-58. Gait in the Heroic Sentiment, pp. 

218- 219 ; 59-60. Gait in the Marvellous and the Comic Sentiments, p. 
219 ; 61-69. Gait in the Pathetic Sentiment, pp. 219-220 ; 70-75, Gait 
(of inferior characters) in the Terrible Sentiment, p. 220 ; 76-78. Gait of 
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merchants and ministers, p. 220 ; 79-86. Gait of ascetics and sectarians, 
pp. 220-221; 87. Gait of a person in darkness, p. 221 ; 88-92. Gait 
of one riding a chariot, pp. 22L-222 ; 92-95. Gait while moving in 
the sky, p. 222 ; 96-100. Gait in ascending a lofty palace, p. 222 ; 
101-104. Gait in getting down into a lower place, pp. 222-223 ; 105-107. 
Gait in travelling by boat, p. 223 ; 108. Gait in riding a horse, p. 223 ; 
109. Gait of serpents, p. 223 ; 110. Gait of a Parasite- p. 224 ; 112- 
114. Gait of the Kaficuklya, p- 224 ; 115-117. Gait of emaciated, sick 
and fatigued persons, p. 225 ; 118. Gait of a person walking a long 
distance, p. 225 ; 119-120. Gait of a corpulent person p. 225 ; 121-122. 
Gait of intoxicated persons, p. 225 ; 123-130. Gait of a lunatic, p. 225 ; 
131-136. Gait of lame men, cripples and dwarfs, p. 226 ; 137-146. Gait 
of the Jester, pp. 226-227 ; 146-148. Gait of manials, p. 227 ; 148-149. 
Gait of Sakara, p. 228 ; 150. Gait of lowly persons, p. 228 ; 151. Gait 
of the Mleccha tribes, p. 228 ; 152. Gait of birds ; 153-158. Gait of lions, 
bears and monkeys, pp. 228-229 ; 159-171. Walking postures of women, 
pp. 230-229; 171-177. Gait of women, p. 230 ; 177-179. Gait of young 
women, p. 231 ; 179-181. Gait of aged women, p. 231 ; 181-183. Gait 
of handmaids, p. 23] ; 183-186. Gait of half-women, p. 231 ; 186-187. Gait 
of children, p. 242 ; 187-181. Gait of hermaphrodite, p. 232 ; 188-189. 
Gait in the change of a role, p. 232 ; 189-191. Gait of persons in disguise, 
p. 232 ; 192-193. Gait of the tribal women, P. 232 ; 193-195. Gait of 
women ascetics ; PP. 232-233 ; 195-199. Sitting postures for men and 
women, P. 233; 196-197. Sitting at ease, P. 233; 197-198. Sitting in a 
thinking mood, p. 233 ; 198-199. Sitting in sorrow, p. 233 ; 199-200. Sitting 
in fainting and intoxication, p. 233 ; 200-201. Sitting in shame and sleep, 
p. 234 ; 201-202. Sitting on ceremonial occasions, p. 234 ; 202-203. Sitting 
in pacifying a beloved woman, p. 234 ; 203-206. Sitting in worshipping a 
diety, p. 234 ; 206-207. Seats for different characters, p. 234 ; 208-210. 
Seats for male characters, p. 235 ; 210-214. Seats for female characters, p. 
235; 215-216. Seats for ascetics and sectarians, p.235; 217-220. General 
rules about seats, p. 236 ; 221-228. Lying-down postures, pp. 236-237. 

Chapter Fourteen 
THE ZONES AND THE LOCAL USAGES, Pages 238-247 

1. The Zones, p. 238 ; 2- The arrangement of drums, p. 238 ; 3. The 
Zonal division, p* 238 ; 4-7. Utility of the Zonal division, p. 238; 8-10. 
Indicating relative location on the stage, p. 239 ; 11. The east on the 
stage, p.239; 12-15. The rule of exit, p.232; 16. Indication of rank in 
group walking, p. 239 ; 17. Indicating distance great, small and medium, 
p. 240; 18-20. Movements of gods and demigods p. 240 ; 21. Movement 
of men in Bharatavarsa, p. 240; 22. Departure for a distant place, 
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p. 240 ; 23-32. Time allowed for the events of an Act, pp. 240-241 ; 
32-35. Movements of gods, p. 241; 36. The four Local Usages, pp. 
241-242; 37-39. The Daksinatya Local Usages, pp* 242-243; 40-42. 
The AvantI Local Usage, p. 243 ; 43-46. The Odra-Magadhi Local 
Usage, 243 ; 47-49. The Pancala-Madhyama Local Usage, p. 244 ; 50-55. 
The two-fold entrance in observing Local Usage, p. 244; 50. 1 he two 
General types of plays, p. 245. 57-60. The violent type, p. 245 ; 61. The 
delicate type, p. 245 ; 62. The two Practices, p. 245 ; 63-64. The realistic 
Practice, pp, 245-246 ; 65-78. The conventional Practice, pp. 246-247. 

Chapter Fifteen 
RULES OF PROSODY, Pages 248-261 
1. The actor’s speech, p. 248 ; 2-4. Importance of speech in drama, 
p. 248; 5. The two kinds of recitation, p.248; 6-7. Different aspects of 
Recitation, p. 249 ; 8. The speech-sounds, p* 249 ; 9-19. Consonants ; their 
articulation, pp. 249-251 ; 20. Vowels; their quantity, p. 251 ; 21-22. the 
four kinds of word, p. 252 ; 23-25. The noun, pp. 252-253 j 26-27. The 
verb, p. 253 ; 28. The particle, p. 254 , 29. The affixes, p. 254 ; 30. The 
nominal affix, p. 254 ; 31. The case-ending, p. 255 ; 32-33. The euphonic 
combination, p. 255; 34-35. The compound words, pp. 255-256 ; 36. The 
two kinds of word, p. 256 ; 37. Words in prose, p. 256 ; 38. Words in 
verse, p. 256; 39. Syllabic metres, p. 256 ; 40-42. Rhythm-types, 

pp. 256-257 ; 43-49. Twenty-six Rhythm-types, p. 257 ; 49-79. Possible 
metrical patterns, pp. 257-258 ; 79-89, Another method of defining metres, 
pp. 258-259 ; 89-90. The regular couplet, p. 259 ; 90-91. The stop and 
the foot, pp, 259-260 ; 93. Quality of syllables, colours of metres, p. 260 ; 
94-95. Pitch of vowels, p. 260 ; 95-97, Three kinds of syllabic metres, 
p. 260 ; 98-102. Classes of metres, p. 261. 

Chapter Sixteen 
METRICAL PATTERNS, Pages 262-292 

1-2. Tanumadhya, p. 262 ; 3-4. Makar ak a-slrSa , p.262 ; 5-6. Malati, 
p. 263 ; 7-8. Malini, p. 263 ; 9-10. Uddhata, pp. 263-264; 11-12. Bhrama- 

I ramalika, p. 264 ; 13-14. Simhalekha, p. 264 ; 15-16. Mattacestita, pp. 264- 
265; 17-18. Vidyullekha, p. 265 ; 19-20. Cittavilasita, pp. 265-266; 21-22. 
Madhukari, p. 266 ; 23-24. Kuvalayamala, p. 266; 25-26. Mayurasarini, 
pp. 266-267 , 27-28. Dodhaka, p. 267 ; 29-30. Motalra, pp. 267-268 ; 31-32. 
Indravajra, p. 268 ; 33-34. Upendravajra, pp. 268-269 ; 35-36. Rathcid- 
dhata, p. 269 ; 37-38. Svagata, pp. 269; 39-40. Salihi, p. 270 ; 41-42. 
Totaka, ]f: 270; 43-44 Kumudauibha, pp. 270-271 ; 45-46. Candralekha, 
p. 271; 47-48. Pramitaksara, pp. 371-272 ; 49-50. Vainsastha, p. 272 , 
51-52- Harinapluta, pp* 272-273; 53-o4. Kiimadatta, p. 273 ; 55-56. 
Aprameya, p. 273-274 ; 57-58. Padmini, p. 275 ; 59-60. Patuvrtta, 
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pp. 274-275 ; 61-62. Prabhayatij p. 275 ; 63-64. Praharsinb pp. 275-276 j 
65-66. Mattamayura, p. 276 ; 6*7-68. Vasantatilaka, pp. 276-277 ; 69-70. 
Asambadha, p. 277 ; 71-72. SarabhS, pp. 277-278; 73-74. Nandimukhi, 
p. 278 ; 75-74. Gajavilasite pp. 278-279 ; 77-78. Prayaralalita, p. 279 ; 
79-80. Sikkarini, pp. 279-280 ; 81-82. Vrsabhacestita, p. 280 ; 83-84. 
Sridhara, pp. 280-281; 85-86. Vamsapatrapatita, p. 281 ^ 87-88. Vilara- 
bitagati, pp. 281-282 ; 89-90. Oitralekka, P. 282.; 91-93. Sardulavikridita, 
p. 283 ; 94-96. Suvadana, pp. 283-284 J 97-99. Sragdhara, P. 284 ; 100-102. 
Madraka, pp. 284-285 ; 103-105. ASvalalita, p. 286 ; 106-108. Meghamala,- 
p. 286; 109-111. KrauiicapadI, pp. 286-287; 112-114. Bhujan g a-vi]rm- 
bhita, pp. 287-288 ; 115-118. The uneven and the semi-even metres* p. -88 , 
119-120. Even metres, p. 288 ; 121-122. PathyS, p. 288 ; 123-124- Uneven 
Pathya, p. 289; 125-126. Inverted Pathya, p. 290; 127-128. Capala, 
p. 290 ; 129-136. Vipula, pp. 290-292 ; 137-138. VSnavaaika. p_ 292 ; 
139-140. KeturontI, p.292 I 141-142. Aparavaktra, p. 93 ; 143 ' 144 ' f 
tagra, 293 • 143-146. Udgata, pp. 293-294 ; 147-151. Lalita, pp. 294-295j 
152-159. Arya metres, pp. 295-296 ; 160. Pathya_Arya and Yipnla Arya, 
p. 296 ; 161. Pathya Arya, p- 296 ; 162. Vipula Arya, p. 2. b , - _ 

Capala Arya, pp. 296-297 ; 165. Mukha-capalS and Jaghana-capala Arya, 
p . 297 ; 166. Mukhu-capala Arya, p. 297 ; 167-170. Jaghana-capala 

Arya, p. 298. 

Chapter Seventeen 
DICTION OF A PLAY, Pages 299-322. 

1-5. Thirtysix marks of a good play, pp. 299-300 ;^6.^ 

300 ; 


p. 30 ; 7. Compactness, p. 300 ; 8. 
301; 10. Causation, p. 301; 11. 
Precedent, p. 301 ; 13. Discovefy, 
Unfavourable Precedent, p. 302 ; 16. 
Persuation, p. 303 ; 18. Distinction, 
p. 303 ; 20. Excellence, p. 303 ; 21. 
304 ; 22. Multiplex Predication, p- 


Ornateness, 

Brilliance, p. 301 ; 9. Parallelism, p. 
Hesitation, p. 301 ; 12. Favourable 
p. 302 ; 14. Fancy, p. 302 ; 15. 

Convincing Explanation, p. 302 ; 17. 
p. 303 ; 19. Accusation of Virtues, 
Inference from Similitude, PP- 303- 
304; 23. Description, p. 304 ; 24. 

Pointed Utterance, p. 301; 25. Deliberation, P 3041 26 ' 
a. 305 , 27, Slip of Tonsne, p. 305 i 28. Mediation, p. 30o, 2.. belie. 

c Offers, o. 305 ; 30. Clever Manners, p. 306 ; 31. Censure, p. . > 

« X" on«. oo p.oioKpifu n. 306; 34. Interrogation; 

32. Presumption, p. 306, 33. Celebrity, p ou > 

(5 Identity, p. 307 ; 36. Indirect Expression of Desire, p. 397 , 6 . 

Wit p 307 ; 38. Concealment, p. 307 ; 39. Enumeration of Merits, 

308 ; 40. Semi-uttercd Expression, p. 308; 41-42. Compliment, 

x 308; 33. Four figures of Speech, p. 308; 44. Simile, p. 309; 4o-49. 

dumber of objects compared, p, 309; 50. Five kinds of simile, P-309 ; 

51. Simile of praise, p, 309 \ 52. Simils of censure, p. 309 ; 53. Simile 

>f conceit; p. 309 ; 24. Simile o t uniqueness, p. 310 ; 55-56> Simile o 
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Partial likeness, p. 310 ; 57-58. Condensed Expression, p. 310 ; 59-60. 

. Metaphor, pp. 310; 61. Yamaka, P. 311; 62-64. Ten kinds of 

Yamaka, p. 311 ; 65-66. Padant a Yamaka, P- 311 ; 67-68. Kanci Yamaka, 
pp. 311-312; 69-70. Samndga Yamaka, p. 312 ; 71-72. Vikranta Yamaka, 
p. 312 ; 73-74, Cakravala Yamaka, p 313; 75-76. Sandasta Yamaka, 

«*• p. 313; 77-78. Padiidi Yamaka, PP. 313-314; 79-80. Amredita Yamaka, 
p. 314 ; 81-82. Caturyyavasita Yamaka, p. 314 ; 83-87. Mala Yamaka, . 
PP- 314-315; 88 . Ton faults, pp. 315-316; 89. Circulocution and super¬ 
fluous Expression, p. 316 ; 90-91. Want of significance and Defective 
Significance, p. 316 ; 92. Tautology and Want of Synthesis, pP. 316-317 ; 

93. Logical Defect and Metrical Defect, p. 317 ; 94. Hiatus and Slang, 
P.317; 95. Gunas, p. 317 ; 96. Ten Gunas, PP. 317-318; 97. Synthesis, 
p. 318 ; 98. Perspicuity, p. 318 ; 99. Smoothness, p. 318 ; 100. Concentra¬ 
tion, p. 318 ; 101. Sweetness, p. 319 ; 102. Grandeur, p. 319 ; 103 Agree¬ 
ableness, p. 319 ; 104. Directness of Expression, p. 319 ; 105-106. Exalted- 
ncss, pp. 319-320 ; 107. Alamkaras and Gunas, p. 320 ; 108-110. Sounds 

and figures of speech according to Sentiments, Metres according to Senti¬ 
ments, In the Erotic Sentiment, p. 321 ; 111-112. Metres in the Heroic 
Sentiment, and in the Pathetic Sentiment, p. 321 ; 113. In the Heroic and 
the Furious Sentiments, P. 32 L ; 114-115. Vowel length in different 
^ Sentiments and States, p. 321 ; 116-122. Uses of prolatcd vowels and 

euphony, pp. 331-322. 

Chapter Eighteen 
RULES ON THE USE OF LANGUAGES, Pages 323-334 

1-2. The Prakritic Recitation, p. 323 , 3-5. Three kinds of Prakritic 
Recitation, p. 323 ; 6-17. Vowels and simple consonants, pp. 324-325 ; 
18-25. Conjunct Consonants, pp. 325-326 ; 26. Four types of language, 
p. 226 ; 27. The Superhuman and the Noble languages, p. 327 ; 30. The 
two kinds of Recitation, p. 327 ; 31. Occasion for Skt. Recitation, p* 328 ; 
32-35. Occasion for Pkt Recitation, pp. 328-329 ; 36-46. Exception to 

the rule for Pkt. recitation, pp. 329-331 ; 47 48. Seven major dialects, 

► P. 331 ; 49-51, Uses of major dialects, pp- 331-332; 52-55. Uses of minor 
dialects, pp. 332-333 ; 56-61. Distinguishing .features of various local 

dialects, pp. 333-334. 

Chapter Nineteen 
MODES OF ADDRESS AND INTONATION, Pages 335-354 

1 - 2 . Different modes of address, p-335 ; 3. Modes of addressing 
WR males, p. 335 • 4 . Addressing gods, sectarian teachers and learned men, 
p. 335 ; 5 . Addressing Brahmins, the king, the teacher and an old man, 
P* 336 ; 6 . Brahmins addressing the king, p. 336 ; 7. Brahmins address¬ 
ing ministers, p. 336 ; 8 . Addressing the equals, Previlcdged inferiors 
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addressing superiors, pp. 336-337 ; 9. Addressing employees, artisans 
and artiste, p. 337 ; 10, Addressing persons, of respect, 'addressing per¬ 
sons of equal status p. 337 j 11. The charioteer addressing the chariot-rider, 
Addressing an ascetic or a person with beatitude, pp. 337-338 ; 12 . 
Addressing .princes, Addressing inferior persons, p. 338; 13. Addressing 
persons by their occupation or birth, p. 339 > 14. Addressing a son or a 
disciple p. 339 ; 1 5. Addressing Buddhist and Jain monks, Addressing- 
persons of other sects, p. 339 ; 16. People addressing the king, pp. 339- 
340 y 17-18. Sages addressing the king, The Jester addressing the king. The 
Jester addressing the queen, her maids, and the king addressing the Jester, 
p. 340 ; 19. Women addressing their husband, p. 341 ; 20. Addressing the 

elder and the younger brothers, p 341 ; 21 . Modes of addressing women and 
female ascetics and goddesses, p. 341; 22 . Addressing wives of senioi 
persons, and elderly ladies, Addressing an accessible woman and an old 
lady, pp. 341-346 23 - 24 . Addressing king’s wives, p. 342 ; 25. Address¬ 
ing unmarried princesses and a sister, pp 342-343 ; 26. Addressing a 
Brahmin lady, a nun or a female ascetic, addressing one’s wife, p. 343 ; 27, 
Women addressing their equals, addressing a hand-raand, p. 343 ; 28. 
Addressing a courtezan, p. 343 ; 29.' Addressing the wife in love-making, 
p. 344 ; 30. Giving names to different characters in a play, p. 344; 31. 
Names of Brahmins and Ksatriyas, p« 344 ; 32. Naming merchants and 
warriors, p. 344 ; 33. Naming king’s wives and courtezans, p. 345 ; 34. 
Naming handmaids and menials, p. 345 ; 45. Naming superiors, p. 345 ; 
37-37a. Naming other persons, p. 345 ; 37-38. Qualities of Recitation, 
p. 346; 38-40. Seven notes to suit different Sentiments, p. 346; 40-43. 
Uses of the three voice registers, p. 346 ; 43. Uses of the four accents, 
p 347 • 43 - 44 , Two ways of intonation, p- 347 ; 45. The Six Alam- 
karas, p. 348 ; 45 57. Uses of the six Alamkaras, pp. 348-350 ; 58-59. 
Intonation in different Sentiments, Six limbs of enunciation, pp. 350-3ol , 
59-60. Pause defined, pp. 351-352; 60-61. Uses of Pause, p. 352 ; 62-67. 
Hands in connexion with Alamkaras and Pause, p. 352 ; 68-78. Drawn- 
out syllables ahd their use, pp. 353-354. 

Chapter Twenty 
TEN KINDS OP PLAY, Pages 355-379 

1 -9. Tenfold division of plays and their structure, p. 3 55 ; 10-12. 
The Nataka, p. 356 ; 13-18. The Act, pp. 356-357 ; 19-26. Incidents not 
directly presentable in an .let, pp. 358-359 ; 27-35. The Introductory bcene, 
pp. 359-360 ; 36-38. The Supporting Scene, pp. 360-361 ; 39-40. Number 
of dramatis personae, p. 361; 41-42. Introducing chariots and palaces 
on the stage, p*. 361-362; 43-47. Introducing an army on the stage 
p. 362; 48-50. The Prakarana, pp. 262-364 ; 59-63. The Natikn, pp. 
364-365 ; 64-66. The Samavakara, pp. 365-366 ; 67. The first act of the 
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Samavakara, p. 366 ; 68-69. The second aed the third acts of the Sama¬ 
vakara, pp. 366-367 ; 70. The tlu'ee kinds of Excitement, p. 367 ; 71. 
Three kinds of Deception, p. 367 ; 72. Three kinds of Love. p. 367 ; 73. 
Love together with duty, pp. 367 ; 74. Love together with material gain, 
p. 368 ; 75. Love due to passion, p- 368 ; 76-77. Metres not allowed in 
the Samavakara,. p. 368 ; 78-83. The Thamvga, pp. 368-369 ; 84-89. The 
Dima, p. 370 ; 90-93. The Vyayoga, p. 370 ; 94-96. The Utsrsti- 

kanka, p, 37 L ; 97-101. Scenes with celestial Heroes, pp-372. 371 ; 102. 

The Prahasana, p, 372 ; 103-104. The pure Prahasana, p. 372 ; 105-107. The 
mixed Prahasana, pp. 372-373 ; 107-111. The Bhana, p. 373 j 112-11 •>. 
The Vithi, pp. 373-374; 114-116. Thirteen types of the Yithi, p. 374 ; 

117. Accidental Interpretation, p. 374 ; 118. Transference, p. 374 ; 119. 
Ominous Significance, p. 374; 120-121. Incoherent Chatter, p.375; 122. 
Compliment, p. 375 ; 123. Enigma and Rapartee, p. 375 ; 124. Outvy¬ 
ing, p. 375 ; 125. Deception, 375 ; 126. Declaration, p. 376 ; 127. 
Crushing, p. 376 ; 128. Three Men’s Talk, p. 376 ; 129-131. Undue 
Combination of Words, p. 376 ; 132-133. The Lasya, p. 377 ; 134-135. The 
twelve types of the Lasya, p^ 377 ; 136-137. Geyapada, p. 377 ; 188, 
Sthitapathya p, 378 ; 139. Asina, p. 378 ; 140. Puspagandika, p. 378 ; 
141. Pracchedaka, p. 378 ; 142. Trimudhaka, p. 378 ; 143. Saindhavaka, 
p. 378; 144. Dvimudhaka, p. 379; 145. Uttamottaka, p. 379; 146. 
Vicitrapada, p. 379 ; 147. Uktapratyukta, p. 379, 148-150. Bhavita, p. 379. 

Chapter Twentyone 
THE LIMBS OF THE JUNCTURES, Pages 380-400 

1. The five Junctures of the Plot, p. 380 ; 2. The two kinds of 
Plot; 308; 3-5. Their definition, p. 380; 6-8, The five stages of the 
action ; pp. 380-381 ; 9. Beginning, p. 381 ; 10. Effort, p. 381 ; 11. 
Possibility of Attainment, p, 381 ; 12. Certainty of Attainment, p. 381 ; 
13-15. Attainment of Results, pp. 381-382 ; 16-17. Play to begin with 
the Principal Plot, p. 382 ; 18-19. Rules about the omission of Junctures, 
P.382; 20-21. The five elements of the Plot, p.382; 22. Tho Germ, 
p. 383 ; 23. The Prominent Point, p. 383 ; 24. The Episode, p. 383 ; 
25. The Episodical Incident, p. 383 ; 26-27. The Denouement, p. 383 ; 
28. Secondary Junctures iuthe Episode, p. 384 ; 29. Limit of the Epi¬ 
sode, p. 384 ; 30. The Episode Indication, p. 384 ; 31. The First Episode 
Indication, p. 384 ; 32. The Second Episode Indication, p. 384 ; 33. The 
Third Episode Indication, p, 384 ; 34-35. The Fourth Episode Indication. 
P> 385 : 36-37. The five Junctures, p. 385 ; 38. The Opening, p. 385 ; 
39. The Progression, p. 385 ; 40. The Development, p. 385 5 41. The 
Pause, pp. 385-386 ; 42-43. The Conclusion, p. 386 ; 44-47. Junctures 
vary in different types of Drama, p. 386 ; 48-50. Subjuncturo, P-387 5 
51. Alternative Junctures, p. 387 ; 52-53. The sixfold ueeds of the Limbs 


XXVHI 


of the Junctures, p. 387 ; 54-57. Uses of the Limbs of the Junctures, 
pp. 387-388 ; 58-68. The sixtyfour limbs of the Junctures pp. 388-389 ; 
69. Limbs of the Opening, Suggestion, p. 389 ; 70. Enlargement, Establish¬ 
ment, p. 389 ; 71. Allurement, Decision, pp. 389-390; 72. Accession, 
Settling, p. 390 ; 73. Conflict of Feelings, Surprise, p. 390 ; 74. Dis¬ 
closure, Activity, p. 390 ; 75. Incitement, Limbs of the Progression, 
p. 393 ; 76. Amorousness, Pursuit, p. 391; 77. Refusal, Pessimism, p. 391; 
78. Joke, Flash of Joke, p. 391; 79. Moving Forward, Hindrance, p. 391 ; 
80. Pacification, Sweet Words, pp. 391-392 ; 81. Thunderbolt, Reference, 
p. 392 ; 82- Meeting of Castes, Limbs of the Development, p. 392 ; 
83. Mis-statement, Indication, p, 392; 84. Supposition, Exaggeration 

p. 392 ; 85. Progress, Propitiation, p. 393 ; 86. Deduction, Supplication, 
p. 393 ; 87. Revelation, Quarrel, p. 393 ; 88. Outwitting, Dismay, p. 393 ; 
89. Panicky Commotion, Limbs of the Pause, p. 393 ; 90. Censure, Angry 
Words, p. 394 ; 91. Insolence, Placatiou. p. 394 ; 92. Assertion, Rever 
euce, p. 394 ; 93. Rebuke, Lassitude p. 394 ; 94. Opposition, Alter¬ 
cation, p. 394; 95. Summing Up, Humiliation, p. 39 ; 965. Foresight, 
Limbs in the Conclusion, p.395; 97. Junction, Awakening, p. 395 ; 98, 
Assembling, Ascertainment, p. 395 ; 99. Accusation, Confirmation, pp. 

395-396; 100. Gratification, Joy, p. 396 ; 101. Deliver once, Surprise, 

p. 396; 102. Clever Speech, Retrospect, p. 396 ; 103-105. Termination, 
Benediction, pp. 396-397 ; 106. Five Explanatory Devices, p. 397 ; 107- 
108. The Supporting Scene, p. 397 ; 109. The Intimating Speech, p. 

397 ; 110-111. The Introductory Scene, p. 398 ; 112. The Transitional 

Scene, p. 398; 113. The Anticipatory Scene, p.398; 114-130. An ideal 
Na^aka, pp. 398-400. 

Chapter Twentytwo 

THE STYLES, Pages 401-409 

1-5. The origin of the Styles, p. 401 ; 6-11. The origin of the 

Verbal Style, pp. 401-402 ; 12. The origin of the Grand Style, p. 402 ; 

13. The origin of the Graceful Style, p. 402 ; 14-16. The origin of the 

Energetic Style, p. 402 ; 17-25. The origin of the Nvaya, pp. 403-404 ; 

26. The four varieties of the Verbal Style, p. 404 ; 27. The Laudation, p. 
404 ; 28-29. The Introduction, p. 404 ; 30-31. The five varieties of the 
Introduction, p. 404 ; 32- Opening of the Story, p. 404 ; 33. Particular 
Presentation, p. 405 ; 34-37. Personal Business, p. 405 ; 38-40. The 
Grand Style, pp. 405-406 ; 41. The four varieties of the Grand Style, pp. 

406 ; 42. The Challenge, p. 406 $ 43 Change of Action, p- 406 ; 44 The 
Harsh Discourse, p. .306 ; 45-46. Breach of Alliance, p. 406 ; 47. The 
Graceful Style, p. 407 ; 48. The four varieties of the Graceful Style, p. 

407 ; 49-50. The three kiuds of Pleasantry, p. 407 ; 51. Beginning of 
Pleasantry, p. 407 ; 52. Unfold meat of Pleasantry, p. 407 ; 53"54. Covert 
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Pleasure* p. 408 ; 55-56. The Energetic Style* p. 408 ; 57. The four 
varieties of the Energetic Style, p? 408 ; 58. Compression* pp. 408-409; 

49. Commotion, p. 409 ; 60, Raising the Theme, p. 409 ; 61-62. Conflict 
p. 409 ; 63-65. Styles according to Sentiments, p. 409 ; 

Chapter Twentvtheee 

THE COSTUMES AND MAKE-UP, Pages 410-439 

1-3. Necessity of the Costumes and Make-up. 410 ; 4. Four kinds 
of Costumes and Make-up, p. 410. 5-8 The four kinds of model-work, 

pp. 410-411 ; 9. Decoration, p. 411 ; 10. Garlands, p. 411 ; 11. Four 
kinds of ornament, p. 411 ; 12. Piercing ornaments, Tied-up ornaments, 
p. 411 ; 13. Worn ornaments. Put-round ornaments, p. 412 ; 14. Ornaments 
according habitation and tribal origin, p. 412 ; 15. Ornaments for males •• 
Head ornaments, Ear ornaments, p- 412 ; 16. Neck ornaments, Finger 

ornaments, pp-412-413 ; 17. Ornaments of the forearm, Wrist ornaments, 

P- 413 ; 18. Ornaments above the elbow, Breast ornaments, P 143 ; 
19. Ornaments for the entire body. Waist ornaments, p. 413 ', 23-23. 
Ornaments for females : Head ornaments, p. 419 ; 23-25. Ear ornaments, 
pp. 414-415 ; 26-27. Neck ornaments p. 41c ; 28. Breast ornaments, 
p. 415 ; 29. Arm ornaments p. 416 ; 30. Finger ornaments, p. 416 ; 31-33. 
Hip ornaments, pp- 416-417 ; 34-36. Ornaments of the ankles, p. 417 ; 37-44. 
Other rules about ornaments, pp. 417-418 ; 45-51. Costume of celestial 
women p, 418-419 ; 52. feiddha women .p. 419 ; 53. Gandharva women 
p. 419 ; 54. Raksasa women, p. 419 ; 55. Goddesses, p. 419 ; 56-57. Monkey 
females, pp. 419-420 ; 58. Human females according to their countries, p. 
420 ; 59. W mien of Avanti and Gauda, p. 420; 60 Abhira women, p- 420 ; 
61. Women of the North-east, p. 420 ; 62-63. Women of the South, p. 420 ; 
64. Ornaments to be worn in the right place, pp. 420- 421; 65-67. Dresses 
to suit the condition of females, p. 420 ; 68. Painting the limbs, p. 421 ; 
69. The four original colours, p. 421 ; 70. The derivative colours, p. 421 ; 
71-74. The primary derivative colours, pp. 421-422; 75-80. The secon¬ 
dary derivative colours, p. 422 ; 81. Living beings, p. 422 ; 82. Lifeless 
objects, p. 422 ; 83. Lifeless objects in human form, p 422 ; 84. Painting 
the limbs, p. 422 ; 85-87. Colour for gods, p. 423 ; 88-89. Colours for 
demigods, 90-92. Colours for human.beings in different regions, p. 424 ; 93. 
Colours for Bhutas and Dwai fs, p. 424 ; 94-98. Colours of different 
peoples of Bharatvar$a, p. 424 ; 99-101. Colours of different tribes, p. 425 5 
102. Colours of different castes, p. 426 ; 103-109. Rules for the beard, p. 
426-427; 110-127- Rules for different costumes, PP 427-429; 128. Use of 
masks, p. 429; 129-139. Three kinds of crown, pp- 430-431'; 139-145. Rules 
of different hairs, p- 431 ; 146-148. The Sa jlva, p. 432 ; 148-155. The use 
of weapons, pp. 432-433 ; 156-158. Use of other objects, p.433 ; 159. 
Indra’s Banner-staff, p. 433 ; 160-167. The Jar jar a, pp. 433-434 ; 167-170. 
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The Dandakastha/p. 434 ; 170-180. The making of masks, pp. 435-436 ; 
180-187. Other accessories, p. 436 ; 187-198. The realistic and conven¬ 
tional objects, p. 437 ; 198-208. Making of ornaments, pp. 438-439 ; 
208-211. Use of weapons on the stage, p. 439. 

Chapter T w e n t y f o u r 
THE BASIC REPRESENTATION, Pages 440-482 

1-2. Importance of Temperament p. 440 ; 3. The definition of 
Temperament, p. 440 ; 4-5. Feminine graces in the drama, pp. 440-441 ; 
6. Physical graces of women, p. 441 ; 7. The origin of these graces, p. 
441 ; 8. Feeling, p. 441 ; 9-10. Emotion, p. 441 ; 11. Passion, p. 441 ; 
12-13. Natural Graces of women, p. 442 ; 14. Sportive Mimicry, p. 442 ; 
15. Amorous Gestures, p. 442 ; 16. Dishabille, p. 442 ; 17. Confusion, 
p.442 ; 18. Hysterical Mood, p. 443 ; 19. Manifestation of Affection, p- 
443 ; 20. Pretended Anger, p. 443 ; 21. Affected Coldness, p. 443 ; 22# 
Lolling, p. 443. 23. Want of Response, p. 443 ; 24. Involuntary Graces 
of women, p. 444 ; 25. Beauty, p. 444 ; 26. Charm, Radiance, p. 444 ; 27. 
Delicacy, p. 444 ; 28. Self-control, p. 444 ; 29-30 Courage, Dignity, p. 
444-445 ; 31. Eight aspects of the male Temperament, p. 445 ; 32. Brilli¬ 
ant Character, p. 445 ; 33. Graceful Bearing, p. 445 ; 34. Self-posse¬ 
ssion, p. 445 ; 35. Tenacity, pp. 445-446; 36. Gravity, p. 446 ; 37. Spor- 
tiveuess, p. 446 ; 38. Nobility, p. 446 ; 39. Spirit, p. 446 ; 40-41. Hist¬ 
rionic Representation through the body, p. 446 ; 42. Word, p. 447 ; 43. 
Silca, p* 447 ; 4'4. Ankura, p. 447 ; 45. Sakha, p. 447 ; 46-47. Natyayita, 
p.447 ; 48. Nivrtfcyafikura, p. 448; 49-51. Twelve forms of the verbal 
Rerpesentation, p 448 ; 52. Accosting, Prattling, p. 448; 53. Lament, 
Repeated Speaking, p. 448 ; 54. Dialogue, Change of Words, pp. 448-449 ; 
55. Message, Agreement, p. 449; 56. Command, Pretext, p. 449; 57. 
Instruction, Statement, p. 449 ; 58-71. Another classification of the Verbal 
Representation, pp. 449-451; 72-73. The basic Representation, p. 451; 
74-75. Regular Historiouic Representation, p. 451 ; 76-77. Irregular 

Historionic Representation, p. 451 ; 78. Laksana defined, p. 452 ; 79. 
Practice preferred to the Sastra, p. 452 ; 80. Representation of the 
sensual perception, p. 452 ; 81. Sound, p. 452 ; 82. Touch, p 452 ; 

83. Form, p. 452 ; 84-85. Taste and Smell, pp. 452-453 ; 86. Importance 
of the mind, p. 453 ; 87. The three aspects of the of the mind p. 
453 ; 88-89. The favourable mind, p. 353 ; 90. The unfavourable 

miud, p. 453 , 91-92. The indifferent mind, p. 453 ; 93. The meaning 
of “personal", and the meaning of "external", pp. 453-454 ; 94-95. 
Desire, p. 454 ; 95-96. Love, p. 454 ; 97-98. Erotic Affair, p. 454 ; 
89-100. Various types of women, p. 454 ; 101-102. The woman of 

divine type, pp. 454-455 ; 103-104. The woman of Aeura type, p. 455 ; 
105-106. The woman of Gandharva type, p. 455 ; 107-108. The woman of 





Raksasa type, p. 455 ; 109-110. The woman of Naga type, p.455 ; 111- 
112. The woman of bird type, p. 456 ; 113-114. The woman of PiSaca 
type, p. 456 ; 115-116. The woman of Yak?a type, p. 456 ; 117. The 

woman of tiger type, p- 456 ; 118-119. The human female, pp. 456-457 ; 
120-121. The*woman of monkey type, p.459; 122-123. The woman of 
elephant type, p- 457 ; 124-125. The woman of deer type, p. 457 ; 126. 
The woman of fish type, p. 457 ; 127-128. The woman of camel type, p. 
457 ; 129. The woman of Makara type, p. 458 ; 130-131-The woman of 
ass type, p. 458 ; 132-133. The woman of swine type, p. 488; ^ 134-135. 

The woman of horse tvpe, p. 458 ; 136-137. The woman of buffalo type, 

P- 458; 138-139. The woman of goat type, p. 458-459 ; 140-141. The 
woman of horse type, p. 459 ; 142-143. The woman cow type, p. 459 ; 144- 
147. Etiquette towards women, pp. 459 ; 147-149. Two classess of Eti¬ 
quette, p. 460, 149-150. King’s Etiquette towards women, p. 460 ; 150-155. 
The three classes of women ; pp. 460-461 ; 156*159. The beginning of love, 
p. 461; 160-162. Signs of love, p. 462 ; 163-165. Signs of a courte¬ 
zan’s love, p.462; 166-167. Sigus of love in a highborn lady, p. 462 5 
168. Signs of a maiden’ s love, p. 462 ; 169-171. Various stages of her love, 
172-173. Longing, pp. 462-463. 174-175. Anxiety, p. 463 ; 176-177. Re¬ 
collection, p. 463 ; 178-179. Enumeration of Merits, pp. 463-464 ; 180* 
181. Distress, p. 464 ; 182-183. Lamentation, p. 464 ; 184-185. Insanity, 
p. 464; 186-187. Sickness, pp. 464-465 ; 188-189. Stupor, p.465; 190- 
191. Death, p. 465 ; 192. Manifestation of men’s love, p. 465; 193. 
Characteristics of love, p. 465 ; 194-196. Women seperated from 
the beloved one, ]fp. 465-466 ; 197. Relief in lovesickness, p. 466 ; 

198-200. The female Messenger, p. 466 ; 201-207. The king’s Etiquette 
to women, pp. 466-467 ; 208-209, Reasons for Conjugal Union, p. 467 ; 
210-21 1. Eight kinds of Heroine, p. 267 ; 2l2. The Heroine dressed 
up for Union, p. 268 ; 214. The Heroine having her husband in subjec¬ 
tion, p. 268; 215. The Heroine seperated by quarrel, p. 268 ; 216. 

The enraged Heroine, p. 268; 217. The deceived Heroine, p. 268; 
218. The Heroine with a sojourning husband, pp. 268-269 ; 219. 

The Heroine moving to her lover, p. 269 ; 220- Representation of the 
different Heroines, p. 469; 221-223. Enraged, deceived and quarreling 
Heroines, p. 469 ; 223. The, Heroine with a sojourning husband, p. 469 ; 
224* The Heroine having a husband in subjection, p. 469 ; 225. Different 
classes of Heroine moving to their lover, p. 469 ; 226. The courtezan, p. 
470 ; 227. The woman of high family, p. 470 ; 228. The hand-maid. p. 470 j 
229-232. How to meet a sleeping lover, p, 470 ; 233-235. The Conjugal 
Union, p, 470 ; 236. Behaviour at the Conjugal Union, p. 470 ; 237-239. 
Preparation for the Conjugal Union, p. 471 ; 240-244. Acts prohibited on 
the, stage, p. 472 ; 245-252- The Heroine in expectancy, p- 472; 253-257. 
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Personal oineas, pp. 473-474 ; 258. Heroine’s reception of thebeloved, 
p. 474 ; 259-264. Receiving the guilty lover, pp. 474-475 ; 264. Causes 
of jealousy, p. 4751 265-266 Depression, p. 475 ; 267-268. Mixed Peeling, 
p. 475; 269-270. Disgust, pp. 475-476 ; 271-272. Anger, p 476; 273-292. 
On treating a lover at fault, pp. 476-478 ; 293-298. Acts forbidden on the 
stage, pp. 478-479; 299-300. Endearing terms for the beloved p. 479 ; 
301. Angry terms of address for the beloved, p. 479 ; 302-309. Endearing 
terms of address explained, pp. 479; 310-319. Angry terms of address 
explained, pp. 480-481; 320-328. Goddesses in human roles, pp. 481-482. 

Chapter Twentyfive 
DEALINGS WITH COURTEZANS, Pages 483-492. 

1-2. The definition of a Gallant, p. 483 ; 3-8. Qualities of a Gallant, 
pp. 483-484 ; 9-10. The female Messenger, p. 484 ; 11-12. Qualities of a 
Messenger, p 484 ; 13-18. Enactions of the female Messenger, p. 485 ; 19. 
The woman overcome with love, p. 485 ; 20-23. The attached woman, pp. 
485-486 ; 24-27. The hostile woman, p. 486 ; 28-29. Winning back of 
women’s heart, p. 486 ; 30-31. Causes of hostility, p. 486 ; 32-35. Acts 
winning women’s heart, pp. 486-487 ; 36. The three types of woman, p. 
487 ; 37-39. The superior woman, p. 487 ; 40-41. The middling woman, 
p. 487 ; 42. The inferior woman, p. 487 ; 43. The four stages of 

woman’s youth, p. 488 ; 44. The primary youth, p. 488 ; 45. The 
secondary youth, p. 488 ; 46. The tertiary youth, p. 488 ; 47-48. 

The quarternary youth, p. 488 ; 49. Behaviour in tho primary youth, 
p. 488 ; 50. Behaviour in the secondary youth' pp. 488-489 ; 51. 

Behaviour in the tertiary youth, p. 429 ; 52. Behaviour in tho quarternary 
youth, p, 489 ; 53-54. Five types of man, p. 489 ; 55. The excellent man, 
p‘ 489 ; 56-37. The superior man, p. 489 ; 68-59. The middling man, 
p. 490 ; 60-61. The inferior man, p. 490 ; 62-63. The too old man, p. 490 ; 
64-66. Psychological approach to women, pp 490-491 ; 67. Conciliation, 
p. 491 , 68. Gift. p. 491 ; 69. Dissention, Chastisement, p. 491 ; 70-72. 
Application of Conciliation, Gift etc. p. 491; 73. Reading a woman’s 
heart from her behaviour, p. 491 ; 74-80, A courtezan’s mercenary 
treatment of men, p. 492. 
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INTRODUCTION 

I. The Present Work 
1. General History of the Study 

Since the West came to know of the Sanskrit literature through 
William Jones’s translation of the Sakuntala 1 , the nature and origin of the 
ancient Indian theatre have always interested scholars, especially the 
anskritists, all over the world. H. H. Wilson who published in 1826 the 
first volume of his famous work on the subject 2 deplored that the Natya- 
■>asti a, mentioned and quoted in several commentaries and other works, 
had been lost for ever 3 . F. Hall who published in 1865 his edition of the 
a&u upa , a medieval work on the Hindu dramaturgy, did not see any Ms. 
of the Natyasastra till his work had greatly advanced 5 . And for the time 
* U * n *' ed *' 1C re kvant chapters of the Natyasastra as an appendix to 
ins Dasarupa. Later on he undertook to critically edit the Ms. of the 
i aja/astia he acquired; but this venture was subsequently given up, 
M <5 f li^f * t0 U1 iusufficieac y °f materials which consisted of one unique 
out bv Hall”! • nei ° US aCHnac ’" P ut cven if the work could not be brought 
Mss. elsewhere. 8 Tirf TlSJ d ^ CWery!8 °on helped others to trace similar 
the baaia nf Af t Hoymann, a German scholar, published on 

contents of the*' N5Watra^Thi' da ‘° “ T * lnaMc arti “ le ’ 00 lUe 

in ^ us soems to have been instrumental 

w Tl S °TT , SCh0larS t0 the 8tudy of this very important 

^t lhe French Sansb-itist P. Regnaud published in 1880 ohapter 

Natva^r 1 f in . ^ chapter XV (in part) and the chapter XVI 9 of the 

and vn’^ioo u ^ S °° 11 f°^° wed hy his publication of chapters VI 
of Ho 1Q , t ’ ^ rosse t another French scholar and a pupil 

Published later on (in 1888) chapter XXVIII 11 of tlie Natya- 
a which treated of the general theory of Hindu music. 

PracrUa^kuUa 17© R ' Ug ' Tran9late<1 from tho ori B inal SanBkrit “d 

** ^ BOn ' Select Specimens of the Theatre of the Hindus (3 vole), 
«o»lta. ®M8K. . Wilson, p. 37. Groeget, Introduction, p. iij. 

a 0 Hasan^pa by Dhananjaya (Bibliotheca Indica), Calcutta, 18614865. 

CroBset, Introduction, v. iij, • See note 5 above. 

Dcber Bharata’e Na/yasastram in Naohrichten von dor Koeniglischon 
esollschaft der Wissensohafteu, Gootingon 1874, pp. 86 ff. Ref. Grossefc, Introduction 
P- x > pp 2-3. 

Le dix-septieme chapitre du Bhara%a-na<ya^8tr4. Aunales du 1 Musce 
Uuimet ; Tome, 1. 1880, pp. 85 ff 

La metrique de Bharata, text© Sanscrit de deux chapifcres du Nf?/yasa8tra 
Public pour premier fois et sum d’une, interpretation francaise, Annales duo Musee 
uimefc, Tome, II, 1884, pp. 65 ff 10 Rhtifcorique sanscrite, Paris, 1814. 

11 Contribution a i’ttude de la musique hindou, Lyons, 1888. 
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But the different chapters of the work and studies on them, which 
were published up till 1888, though very helpful foi the understanding of 
some aspects of the ancient Indian dramatic works cannot be said to have 
thrown any considerable light on the exact nature of the ancient Hindu 
plays, especially the manner of their production on the stage. Sylvain 
Levi's Theatre indien (1890) in which he discussed comprehensively 
the contribution of his predecessors in the field and added to it greatly 
by his own researches, made unfortunately no great progress in this 
specific direction. Though he had access to three more or less complete 
Mss. of the Natya£astra, Levi does not seem to have made any serious 
attempt to make a close study of the entire work except its chapters 
XVII-XX (XYIII-XXII of our text) and XXXIY. The reason for Ids 
relative iudiffi fence to the contents of the major portion (nearly nine-tenths) 
of the work, eem to be principally the corrupt nature of his Ms. materials, 
Like his predecessors, L(5vi paid greater attention to the study of the 
literary form of the ancient Hindu plays with the difference that he utilised 
for the first time the relevant chapters of the Natyasastra, 18 to check 
the accuracy of the statements of later writers on the subject like 
Dhananjaya 1 ® and ViSvaniitha 1 * who professed their dependence on the 
Natya&istra. But whatever may be the drawback of Levi’s magnificient 
work, it did an excellent service to the history of ancient Indian 
drama by focussing the attention of scholars on the great importance of 
the Na|yasastra- Almost simultaneously two Sanskritists iu India as 
well as one in the West were planning its publication. In 1894 Pandits 
Shivadatta and Kashin ath Pandurang Parab published from Bombay the 
original Sanskrit text of the work. 13 This was followed in 1898 by 
>1. Grosset’s 16 ci’itical edition of its chapters I-X1Y based on all the 
Mss. available up till that date. 

Though nearly half a century has passed after the publication of 
Grosset’s incomplete edition of the Natyasastra, it still remains one of the 
best specimens of modern Western scholarship, and though in the light of 
the now materials available, it is possible now-a-days to improve upon his 
readings in a few places, Grosset’s work will surely remain for a long 
time a landmark in the history of the study of this important text. It is 
a pity that this very excellent work remains unfinished. But a fact 
equally deplorable is that it failed to attract sufficient attention of scholars 

* * Chapters XVII-XX ( XVIII-XXII of our text). 

1 * The author of the Dasar?;pa. See above note 4. 

14 The author of the Sahityadarpawa. Sec below. 

»* Sti Bharataimi«'-pra«itnm, Nofya$«tram, ( Karyamala, 42 ) Bombay, 1894. 

10 Treat; clu Bhurat.a sur lo Theatre. Teste Sanscrit, Edition critique. Tome 
1. I’tu'tie. I. iAnualjs de i i niversile de Lyon<s, Fase. 40,1898) 
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interested in the subject. Incomplete though it was, it nevertheless 
contained a good portion of the rules regarding the presentation of plays on 
the stage, and included valuable data on the origin and nature of the 
ancient Indian drama, but no one seems to have subjected it to the 
searching study it deserved. Whoever wrote on Hindu plays after Levi 
depended more on his work than on the Natya&astra itself, even when 
this was available (at least in a substantial part) in a critical edition. It 
may very legitimately be assumed that the reasons which conspired to 
render the Natya5astra rather unattractive included among other things, 
the difficulty of this text which was not yet illuminated by a commentary. 

Discovery in the early years of the present century of a major por¬ 
tion of a commentary of the Natya&a&tra by the Kashmirian Abhinava¬ 
gupta 17 seemed to give, however, a now impetus to the study of the 
work. And it appeared for the time being that the Natya^astra would 
>ield more secrets treasured in the body of its difficult text. But the first 
volume of the Baroda edition of the work (ch. I-VII) 18 including Abhi- 
nava s commentary, disillusioned the expectant scholars. Apart from 
the question of the merit of this commentary and its relation to the 
available versions of the Natya^astra, it suffered from a very faulty trans¬ 
mission of the text. Not only did it contain numerous lacunae , but quite 
a number of its passages were not liable to any definito interpretation due 
to their obviously vitiated' nature. Of this latter condition the learned 
editor of the commentary says, The originals are so incorrect that a 
scholar friend of mine is probably justified in saying that even if Abhi- 
navagupta descended from the Heaven and seen the Mss. he would not 
easily restore Lis original reading. It is in fact an impenetrable jungle 
through which a rough path now has been traced'. The textual condition 
of Abhinava's commentary on chapters VIII- XVIII (VIII-XX of our 
text) published in 1934 19 was not appreciably bettor. 

But whatever may be the real value of the commentary, the two 
volumes of the NatyaSastra published from Baroda, which were avowedly 
to give the text supposed to have been taken by Ablunava as the basis of 
his work, presented also considerable new and valuable materials in the 
shape of variant readings collated from numerous Mss. of the text as well 
as from the commentary. These sometimes throw new light on the con¬ 
tents of NatyaSastra. A study of these together with a new and more or 

17 Dr. S. K. De seems to be the first in announcing the existence of a more or 
less complete Ms. of Abhiuava's commentary, and in recommending its publication. 
See Skt* Poetics, Yol I. pp. 120-121. 

v 18 Nalya^/stra with the commentary of Abhinavagupta. Edited with a preface, 
Appendix and Index by Ramakrishna Kavi. Vol 1, Baroda 1926. 

10 Ntftyasastra with the commentary of Abhinavagupta. Edited with au 
Introduction and Index by M. Ramakrishna Kavi. Yol, II, Baroda, 1934. 
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less complete (though uncritical) text of the work published from Benares 
in 1929 20 would, it is hoped, be considered a desideratum by persons 
interested in the ancient Indian drama. The present work has been the 
result of such a study, and in it lias been given for the first time a com¬ 
plete annotated translation of the major portion of the Natya^astra based 
on a text reconstructed by the author. 21 


2 . The Basic Text 


The text of the Natya^astra as we have seen is not available in a 
complete critical edition, and Joanny Grosset’s text (Paris-Lyons, 1898) 
does not go beyond ch. XIV- Hence the translator had to prepare a cri¬ 
tical edition of the remaining chapters before taking up the translation. 22 
For this he depended principally upon Ramakrishna Kavi*s incomplete 
edition (B'.roda, 1926, 1934) running up to ch. XVIII (our XX) and 
including Abhinava’s commentary, as well as the Nirnayasagar and 
Chowkhamba editions (the first, Bombay 1894, and the second, Benares, 
1929). As the text of the NatyaSastra has been available in two distinct 
recensions, selection of readings involved some difficulty. After the most 
careful consideration, the translator has thought it prudent to adopt 
readings from both the recensions, whenever such was felt necessary from 
the context or for the sake of coherence, and these have been mentioned 
in the footnotes. But no serious objection may be made against this 
rather unorthodox procedure, for A. A. Macdonell in his critical text of 
the Bfhaddevata (Cambridge, Mass. 1904) has actually worked in this 
manner, and J. Grosset too in his edition : does not give unqualified pre¬ 
ference to any racension and confesses that due to conditions peculiar to 
the NatyaSastra his text has un earactcre largemeut dclectique’ (Introduc* 
tion, p. xxv) and he further says f nous n’avions pas I’ambition cliim&uque 
de tendre a In reconstitution du Bharata primitif .. (toe. cit .). Condi¬ 

tions do not seem to have chaged much since then. 


,Sr<-Bharatinuni-pra«/tam Nafayasastram. {Kashi-Sanskrit Series\ Benares, 

1929. 

* 1 This edition will be published later on. Tl-o following chapters of the NS. havo 
been translated into French : ch XIV and XV ( our XV and XVI) 1 ayabhinaya by 
P. Regnaud in his Metrique du Bharata ; see note 8 above, ch. XVII ( our XVIII) 
Hi&samlhtma by Luigia Niiti-Dolci in her Ties Grammairiens Prakrit. This has been 
partially (1-24) translated into English by the present writer in his Date of tho Bharata* 
NA/yasasrra, See JDL, 1930, pp. 73f. Chaptor XXVIII by J. Grosset in his Contribution 
a 1’etude de la musique hindon ; sec note 10 above. Besides these, eh, XXVIII by B. 
Breolor in his Grund-elomente der alt-indischen Mu»ik nach dem Bhurattya-nu/ya- 
srtstra. Bonn. 1922, and eh. IV by B. V. N. Naidu, P. S. NaiduandO. V. E. Pantlu in 
tho Tandavalaksanam, Madras, 1936 and chapters I-f II translated into Bengali by 
tho Into Pandit Aaokenath Bhattaeharyya in the Vasumali. 1352 BS. 








3. Translation 


Though the translation has been made literal as far as possible except 
that the stock words and phrases introduced to fill up incomplete lines 
have been mostly omitted, it has been found necessary to add a number of 
of explanatory words [enclosed in rectangular brackets] in order to bring 
out properly the exact meaning of the condensed Sanskrit original. 
Technical terms have often been repeated (within curved brackets) in 
the translation in their basic form, especially where they are explained 
or defined. In cases where the technical terms could not be literally ren¬ 
dered into English they were treated in two different ways : (1) they were 
given in romanised form with initial capital letters e.g. Bhana and Vithi 
(XX. 107-108, 112-113), Nyaya (XXII. 17-18) etc. (2) Words given as 
translation have been adopted with a view to indicating as far as possible 
the exact significance of the original, e.g. State {6ham) Sentiment (rasa), 
Vi. 33-34. Discovery (prapti), Persuasion (siddht), Parallelism 0 udaha - 
rand) (XVII. 1), Prominant Point ( bindu ), Plot ( vastu ) (XX.15) etc : 
Lest these should be taken in their usual English sense they aro distin¬ 
guished by initial capital lettors. Constantly occuring optative verbal 
forms have been mostly ignored. Such verbs as kuryat and bhavet etc, 
lave fiequently been rendered by simple f is’ or a similar indicative form. 

ni nouns used in singular number for the sake of metre have been silently 
ren ei ed by those in plural number and vice versa , when such was con¬ 
sidered necessary from the context. 

4. iNoles to tlie Traslation 

Notes au.led to this volumes fall generally into three categories. 
(a) Text-critical. As the basic text is not going to be published imme- 
iatelj, it has been considered necessary to record variant readings. 

. °r obvious reasons variants which in the author's opinion are less 
important have not been generally recorded, (b) Explanatory . These 
include among other things references to different works on allied 
subjects and occasional short extracts from the same. Abhinavagupta’s 
commentary naturally occupies a prominent place among such works, and 
it has very often been quoted and referred to. But this does not mean 
that the worth of this work should bo uuduly exaggerated. 1 (c) Materials 
for Comparative Study. A very old text like the Niitya&istra not 
illuminated by anything like a complete and lucid commentary, should 
naturally bo studied in comparison with works treating similar topics 
directly or indirectly. Hence such materials havo been carefully collated 
aa far a3 the resources at the author’s disposal permitted. 

* 

1. See M, Ghosh, “Tho NS, and the Abhinavablwrnti" in IHQ vol. X. 

PP- IGlff. 

F 






miST/fy 


XLII 



But even when supplied with these notes, readers of this translatio 
may have some difficulty in reconstructing from the work written in 
a diffuse manner the picture of the ancient Indian drama in its theatrical 
as well as literary form, as it existed in the hoary antiquity. To give 
them some help the theory and practice of the ancient Hindu drama has 
been briefly discussed below together with other relevant matters. 


Sl 


II. The Ancient Indian Theory of Drama 
1. The Meaning of Natya 

The word “Natya” has often been translated as 'drama’ and the 
plays of ancient India have indeed some points of similarity with those of 
the Greeks.- But on a closer examination of the technique of their pro¬ 
duction as described in the Natya^astra, the Hindu dramas represented by 
the available specimens, will appear to be considerably different. Unless 
this important fact is borne in mind any discussion on the subject is liable 
. to create a wrong impression. As early as 1890 Sylvain Levi (pp. 423-424) 
noticed that Indian Natya differed from the Greek drama from which 
the Westerners derived their early conception of the art. Though it is 
not possible to agree with L4vi on all points about the various aspects 
of this difference and the causes which he attributed to them, no one 
can possibly havo any serious objection against his finding that, "Le 
ndtaka par se nature autant que par son nom se rapproache de la dance 
scenique ; le drams est Paction m£me” (loc. cit). Levi however did not 
for reasons stated above fully utilize in this connection the Natya^astra 
which contains ample materials for clarifying his conclusion. 

The essential nature of the (Natya) derived from its etymology 
cannot by any means be called fanciful. For in the llarivam^a 1 (c. 200 A.C) 
we meet with an expression like ndtakam nanrtuh (they danced a play) and 
the KarpuramnfijarU (c. 1000 A. C.) has an expression like satiaam 
naccidavvam (a Sattaka is to be danced or acted). 

The terms like ruPaka or rv.pa (representation) and preksa (specta¬ 
cle), all denoting dramatic works, also characterise the Hindu dramas 
and show their difference from the drama of the Greeks who laid 
emphasis on action and not on the spectacle. Of the six parts of the 
I tragedy, the most typical of the Greek dramatic productions, Aristotle 
puts emphasis on the fable or the plot and considers decoration to be un¬ 
important. On this point the philosopher says : 

"Terror and pity may be raised by decoration—the mere spectacle; but 
they may also arise from the circumstauce of the action itadf, which is far 


1 Vis/juparvan, Oh. 93. SI, 28, 


* Ed. M. Ghosh, p. 80. 
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preferable and shows a superior poet. For the fable should be so construc¬ 
ted that without the assistance of the sight its incidents may excite horror 
and commisseration in those who hear them only ; * * * 

But to produce this effect by means of the decoration discovers want of 
art in the poet; who must also be supplied with an expensive apparatus” 
(II. XIII). 3 

But in case of the Hindu dramas the decoration f (i. e. the costumes 
and make-up) mostly plays an important part. Equally with five other 
elements such as gestures and postures ( ahgika ), words ( vhcikci 0, the 
representation of the Temperament (satha), it gives tire Natya its charac¬ 
teristic form. But in the theatre of the Greeks, it was not the case. In the 
performance of the tragedies* for example; they did not care much for the 
spectcale, if the declamation was properly made. For Aristotle himself says 
that, “the power of tragedy is felt without representation and actors’ 

(ii. my 

Another peculiarity of the Hindu dramas was their general dependence 
on dance (nrtya), song (gita), and instrumental music ( vadya). Though 
the chorus of the Greek tragedy introduced in it some sort of dance and 
songs, the function of these elements seem to have been considerably differ¬ 
ent in the Hindu drama. The ancient Indiau play was produced through 
words, gestures, postures, costumes, make-up, songs and dances of actors, 
and the instiumental music was played during the performance whenever 
necessary. But these different elements did not play an equal part in all the 
P a) s 01 different types of play. According as the emphasis was to be put 
on words, music, or dance, a play or its individual part partook of the 
nature of what the moderns would call 'drama', 'opera', 'ballet 1 or 'dramatic 
spectacle’ B 0 Due to this nature the Hindu dramas which connected thorn* 

iu many ways with song, dance and instrumental music, had a literary 
01 m which was to some extent different from that of the ancient Greeks, 
ut it was not so much due to this literary form as to the technique of 

their production on the stage that the Hindu dramas received their special 
character. 

After forming a general idea of this Natya, from the various terms 
usul to denote it, one should enquire what the ancient Indian theorists 
exactly meant by the term (Natya) or what they regarded as being the 
essence of the dramatic art as opposed to the arts of poetry, fiction or pain¬ 
ts* To satisfy, our curiosity on this point the Natya^astra gives us the 
following passage which may pass for a definition of the Natya. 

*A mimiery of the exploits of gods* the Asuras* kings as well as of 
householders in this world, is called drama" (I. 120). 

Poetics (Everymans Library), p. 27. 4 Ibid. p. 17* 

! 4 H.H, Wilson, On the Dramatic System of the Hindus, Calcutta, 1827, pp. 18,20. 
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This description seems to fall in a line with Cicero’s view that “drama 
is a copy of life, a mirror of custom, a reflection of truth”. In this state¬ 
ment Cicero evidently takes his cue from Aristotle who considered that the 
art in general consisted of imitation (mimesis)- But this does not help us 
very much to ascertain the nature of drama as an example of ‘imitation. 
For the Greek philosopher nowhere defines this very essentially important 
term. So when ho declares that "epic poetry, tragedy, comedy, dythrambics 
as also for the most part the music of the flute and of the lyre all these are 
in the most general view of them imitations” 0 , one can at best guess how 
drama imitates. There seems to be no such difficulty about. understanding 
the view of the Hindu theorists. The NatyaSastra lays down very elaborate 
rules as to how the drama is to make mimicry of the exploits of men and 
their diviue dr-f -mi-divine counterparts. It is due to rules of representa¬ 
tion that the Hindu drama has been called by the later theorists ‘a poem to 
be seen’ (SD. 270-271). By this term epic or narrative poetry and fiction 
etc. Jire at once distinguished from drama which is prominently a spectacle 
including a mimicry of activities of mortals, gods or demigods. It may 
now be asked what exactly was rivant by the word mimicry (anukarand) 
used by the Indian theorists. Did this mean a perfect reproduction of the 
reality ? For an answer to this question we are to look into the con¬ 
ventions of the Hindu drama. 

2. The Dramatic Conventions 


<SL 


That the Hindu theorists turned their attention very early to the 
problem of dramatic representation and enquired about the exact place of 
realism or its absence in connection with the production of a play, is to be 
seen clearly from their very sensible division of the technical practice into 
“realistic” (lokadharami, lit. popular) and “conventional (riutyadharmi, 
lit. theatrical”. By the reab'stic practice, the ISa^yaSastra (XIV. 62-76 ; 
XXIII, 187-188) means the reproduction of the natural behaviour of men 
and women on the ^tage as well as tho cases of other natuial presentation. 
But from the very elaborate treatment of the various conventions regarding 
the use of dance, songs, gestures and speeches etc. by different characters 
it is obvious that tho tradition of the ancient Hindu theatre recogni.-. d voi y 
early the simple truth that the real art to deserve the name, is bound to 
allow to itself a certain degree of artificiality which receives its recognition 
through many conventions. ' Ono very patent example of this conventional 
practice on tho stage, i3 speeches uttered 'aside’ or as soliloquy. The 
advocates of extreme realism, may find fault with these as unnatural, and 
the accusation cannot be denied, but ou closer examination of circumstances 
connected with the construction of a play as well as its production on the 
stage, it will be found that if the spectators are to demand realism very 


• Poetics, p. &• 




rigidly then no theatrical performence o£ any value, may be possible. 
Neither the Hindus nor the Greeks ran after this kind of absurdity. Critics 
of ancient Indian dramas -will do well to remember this and to take cave 
to understand the scope and necessity of various conventions relating to 
the production, so that they may better appreciate the art of great 
playwrights like Bhasa, Kalidasa, Sudraka and ViSakhadatta. 

3. Time and place in Drama 

Hindu playwrights, unlike the majority of Greek tragedians, did 
never make any attempt to restrict tlie fictional action to a cn_,t oi ime 
roughly similar to that taken up by the production of a drama on the stage. 

In developing plots they had not much restriction on the length of time, 

provided that individual Acts were to include incidents that could take 
place in course of a single day, and nothing could be putin theic to interrupt 
the routine duties such as saying prayers or taking meals (XX 23), aru 
the lapse of time between two Acts, which might be a month or a yeai ( ut 
never more than a year) 1 was to be indicated by an Introductory Scene 
(pravesakd) preceding the last one (XX. 27-28). 

Similarly thoro was almost no restriction about the locality to which 
individual Actors, and gods in their human roles wore to bo assigned, 
except that the human characters were always to be placed in India i*c» 
Bharatavarsa (XX. 97). 

4. The Unity of Impression 

In spite of having no rules restricting the time and place relating to 
different incidents included in the plot of a drama, the playwright had to be 
careful about the unity of impression which it was calculated to produce. 
For this purpose the NatyaSastra seems to have the following devices : 

The Germ (,bija) of the play as well as its Prominent Point (bindu) 
was always to relate to every Act of the play and the Hero was sometimes 
to appear in every Act or to bo mentioned there (XX. 1<>> 30). 

An Act was not to present too many incidents (XX.24), and such 
subsidiary events as might affect the unity of impression on their beiug 
directly presented, were merely to bo reported in an Introductory bceue. 
Besides this, short Explanatory Scenes were sometimes put in before an 
Act to clarify the events occuring in it (XXI). 106-111. All these, not only 
helped the play to produce an unity of impression but also impaited to its 
plot a rapidity of movement which is essential for any kind of successful 
dramatic presentation. 

5. Criticism of Drama 

Iudians from very early times considered plays to be essentially 
‘spectacle’ (preksd) or 'things’ to be visualised ; hence persons attending 

i Bhavabhttti however violates the rule in his Uttar*, in letting many years 
pass between Acts I and II. 
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the performance of a play were always referred to. (XXYII. 48-57) as 
spectators’ or 'observers’ (fireksaka ) 8 and never as audience (jsrotr), although 
there was always the speech element iu it; which was a thing to be heard. 
This disposes of the question of judging the value of a drama except in 
connection with its production on the stage. This importance of the 
representational aspect of a play has possibly behind it an historical reason. 
Though in historical times we find written dramas produced on the stage, 
this was probably not the case in very early times, and the dialogues 
which contribute an important part of the drama were often impro¬ 
vised on the stage by the actors 9 , and this practice seems to have 
continued in certain classes of folk-plays till the late medieval times 10 . 
Hence the drama naturally continued to be looked upon by Indians as 
spectacles even after great playwright creators like Bhasa, Kalidasa, 
SQdraka, and Bhavabhuti had written their dramas which in spite of 
their traditional form were literary master-pieces. 

Now, dramas being essentially things to be visualised, their judgement 
should properly rest with the people called upon to witness them. This 
was not only the ancient Hindu view, even the modern producers, in spite 
of their enlisting the service of professional (dramatic) critics, depend 
actually on the opinion of the common people who attend their 
performance- 

The judgement of the drama which is to depend on spectators has 
been clearly explained in the theory of the Success discussed in the Natya- 
gastra (XXVII). In this connection one must remember the medley of 
persons who usually assemble to witness a dramatic performance and what 
varying tastes and inclinations they might possess. For, this may give us 
some guidance as to what value should be put on their judgement which 
appeal’ to have no chance of unity. In laying down the characteristics of a 
drama the Natyasastra has the following : "This (the Natya) teaches duty to 
those bent on doing their duty, love to those who are eager for its 
fulfilment, and it chastises those who are ill-bread or unruly, promotes self- 
restraint in those who are disciplined, gives courage to cowards, energy 
to heroic persons, enlightens men of poor intellect and gives wisdom to the 
learned. This gives diversion to kings, firmness [of mind] to-persons afflicted 
with sorrow* and [hints of acquiring] wealth to those who are for earning 
it, and it brings composure to persons agitated in mind. The drama as I 


9 Preks a occurring in N' S. III. 99. seems to be the same as ‘pekkha' mentioned 

in Pali Bruhavuijriavntta See Leyi. II. p. 54. * Winternilz, VoU. pp. 101-102. 

10 The Kwmkirtana. a collection of Middle Bengali songs on Krsna and 
Rndha’s love-a.hiira, seoms to hare been the musical framework of a drama. We saw 
in our early boyhood that extemporised dialogues were a special feature of the old type 
Bengali Yatrns. These have totally disappeared now under the influence of modern 
theatre which depend on thoroughly written plays. 
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have devised, is a mimicry of actions and conducts of people, which is rich 
in various emotions and which depicts different situations. This will relate 
to actions of men good, bad and indifferent, and will give courage, amuse¬ 
ment and happiness as well as counsel to them all” (1.108-112). 

It may be objected against the foregoing passage that no one play can 
possibly please all the different types of people. But to take this view of 
a dramatic performance, is to deny its principal character as a social 
amusement. For, the love of spectacle is inherent in all normal people and 
this being so, every one will enjoy a play whatever be its theme, unless it 
1S to contain anything which is anti-social in character. The remarks of 
the author of the Natya^astra quoted above on the varied profits the specta¬ 
tors will reap from witnessing a performance, merely shows in what diverse 
ways different types of plays have their special appeal to the multitu¬ 
dinous spectators. And his very detailed treatment of this point, is for the 
sake of suggesting what various aspects a drama or its performance may 
have for the spectators. This manysidedness of an ideal drama ha 3 been 
Vel .y summed up by Kalidasa who says, “The drama, is to provide 

-atistaction in one [place] to people who may differ a great deal as regards 

aSt< ? ^ 1-4). It is by way of exemplifying the tastes of such 

peraousof dfceat calory that „ 10 say. =' 

loirno/1 0UD r ' ,<011 ' e are Pleased to see [the presentation of] love, the 
•liter • 3 r ° ? U ' nC,J " c SOrac ( re lisious or philosophical] doctrine, the seekers 
it 'I''' 0 Wea ^k, and the passionless in topics of liberation, 

a oio persons are always pleased in the Odious and the Terrible 
i irac.it-, p uonul combats and battles, and the old people in Puranic 
n-.iU*, and tales of virtue. And common women, children and uncultured 
P isons aie always delighted with the Comic Sentiment and remarkable 
Costumes and Make-up” (XXV. 59-61). 



These 


varying tastes of individual spectators were taken into consi- 


^ ration ay the author of the Natya&astra when he formulated his theory of 
i< , access. The Success in dramatic performance was in his opinion of two 
me s, divine ( datviki ) and human (mauusi) (XXV1L 2). Of these two, 
10 C lv ^ ae Success seems to be related to the deeper aspects of a play and 
came from spectators of a superior order i.o. persons possessed of culture 
an d education (XXVII. 16-17), and the human Success related to its 
superficial aspects and came from the average spectators who were ordinary 
uiman beings. It is from these latter, who are liable to give expression to 
•meir enjoyment or disapproval in the clearest and the most energetic 
manner, that tumultuous applause and similar other acts proceeded 
(XXVII. 3, 8-18, 13-14), while the spectators of the superior order gave 
their appreciation of the deeper and the more subtle aspects of a play 
(XXVII, 5, 6, 12,16-17). Daring the medieval times the approval of the 
spectators of the latter kind came to be considered appreciation par 
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excellence and pre-occupied the experts or learned critic?. They 
its process in every detail with the greatest possible care m theu zealous 
adherent of BhLta’s theory of Sentiment M built upon what 
may be called a psychological basis. 

But in spite of this later development of this aspect ° f 

ticism it never became the preserve of specalists or scholars. Critics neve 
forgot that the drama was basically a social amusment and as such depen¬ 
ded a gr eat deal for its success on the average spectator. Evonthe N4y. - 
rasti-a lias more than once very clearly said that the dtimte court of^appeal 
concerning the dramatic practice was the people (XX. 125 1). 
find eel of rule, bo it of tbo Natyavcda or the NStyafastra was awor 

considered cuougfc for relating tire criticism of a T 

eeenrs to bo tbo reason why special Ass«ors apporntrf to 
different kinds of action occurring in a play (XXVI. 63-6 ), 
co-operation with the select spectators, who among the contestants deservee 

to be rewarded. 

6. The Four Aspects of Drama. 

Though the Hindu plays arc usually referred to os'drama' alltho ten 
varieties of play CmA» described in the Na(yaSstra arc n* 
ing dramas in the modern sense. Due to the peculia 
obstruction and production they would partially - ££ 

nature of pure drama, opera, ballet or merely dramatic spectacle lo im 

stand this technique one must have knowledge four' 

ma«c production Grand bHMft *. 

in number arc as fol (kaiidki) The theatrical presenta- 

«» smj r 

tltbrbters are ovcuslvely to he employed, is said tobe in the 
W , ;1 '| V, i.fXXII 25ff) This is applicable mainly in the evocation of the 
p:S^ £“iseutimel. Tire presentation which depends 

r«. effect on various g“ir tbdIU 

XXnTrl) lll ' Tbis b applicable ’ to the Heroic, the Marvellous and the 
(XXH. 38 S). l v wUch . Qcludes the p rosen tation of a bold 

^rs»«?Ssa5 

• I'rtn eic is called the Energetic one. This is applicable to th Tei 

r a ” Wiens’ and the-Furious Sentiments (XXII. 55SQ. The presenta- 
tib^ich Specially interesting on accom,t of charming costumes worn 
Z Xby female characters and in which man, kinds of dancing and smg- 
”g arc included, aud the themes acted relate to the practice of love aud ,te 





enjoyment, is said to constitute tlie Graceful Stylo (XXII. 47ff). It is pro¬ 
per to the Erotic and tlie Comic Sentiments. 

From a careful examination of the foregoing descriptions one will see 
that the Styles, excepting the Graceful, are not mutually quite exclusive in 
their application. On analysing the description of different types of play 
given in the NatvaSastra it will be found that the Nataka, the Prakarana, 
the Samavakara and the lhamrga may include all the Styles in their presen¬ 
tation, while the Dima, the Vyayoga, the Prahasana, the Uts^stikanka, the 
Bhana and the Vithi, only some of these (XX. 88, 96). Hence one may call 
into question the soundness of the fourfold theoretical division of the Styles 
of presentation. But logically defective though this division may appear, 
it helps one greatly to understand the prevailing character of the perfor¬ 
mance of a play as it adopts one or more of the Styles, and gives prominence 
to one or the other. It is a variation of emphasis on these, which is 
responsible for giving a play the character of a drama (including a dramatic 
spectacle), an opera or a ballet, Considered from this standpoint, dramas or 
dramatic spectacles like the Nataka, the Prakarana, the Samavakara and 
tie lhamiga may, in their individual Acts, betray the characteristics of an 
opera or a ballet. The Prahasana, an one Act drama to be presented with 
, T co _ tl | !n<: * aQ d dance, may however to some extent, partake of the 

UtsrstiV- • l 31 / ^ T ' ie li)lnaa ' Vithi, the Bhana, ihe Vyayoga and the 
* an 5a aie blm ldc dramas devoid of dance and colourful costumes. 


HI. Literary Structure of the Drama : 
1. Ten Types of Play 


The Nataka . To understand the literary structure of the Hindu 
c rama, it will be convenient to take up first of all the Nataka which is the 
nxt important of the ten kinds of play described in the Natya&istra 1 ♦ 


(a) Subject-matter and division into Acts. 

The Nataka is a play having for its subject-matter a well-known 
& toiy and for its Hero a celebrated person of exalted nature. It describes 
the character of a persou descending from a royal seer, the divine protec¬ 
tion for him, aud his many superhuman powers and exploits, such as 
success in different undertakings and amorous pastimes \ and this play 
should have an appropriate number of Acts (XX, 10-12). 

As the exploits of the Hero of the Nataka have been restricted to his 
success in Afferent undertakings including love-matters, it is a sort of 
comedy*, and as such it can never permit the representation of the Hero's 
defeat, flight or capture by the enemy or a treaty with him under edmpul- 


NS. ignores the Uparwpekaa. Tor these see SD. NL. and BliP- et'. 
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sion. Such a representation would negative the subject of the play which 
is the triumph or the prosperity of the Hero. But all these except his (the 
Hero’s) death, could be reported in an Introductory Scene which may 
come before an Act. The presentation of the Hero’s death was for 

obvious reasons impossible in a comedy. 

The first thing that attracts the attention of reader on opening a 
Natalia, is its Prologue (sthapana or firastamna). But according to the 
Natya&stra this was a part of the Preliminaries {purvarahga) and was 
outside the scope of the play proper (V. 171). That famous playwrights 
like Bhasa, Kalidasa and others wrote it themselves and made it the formal 
beginning of their dramas, seems to show that they made in this matter an 
innovation which as great Creative geniuses they wero fully entitled to. 

But unlike the Greek plays the Hindu Natalias are divided into 
Acts the number of which must not be less than five or more than ten 
(XX. 57). These Acts, however, arc not a set of clearly divided scenes as 
they usually are in modern western compositions of this category. An 
Act of the Hindn drama consists of a series of more or loss loosely con¬ 
nected scenes 2 which due to its peculiar technique could not bo separated 
from one another. It has three important characteristics. . 

(i) Only the royal Hero, his queen, minister, and similar other im¬ 
portant personages are to be mado prominent in it and not any minor 
character (XX. 18). This rule seems to be meant for securing the unity of 
impression which has been referred to before, 

(ii) It is to include only those incidents which could take place in 
course of a single day (XX. 23). If it so happens that all the incidents 
occurring within a single day cannot be accommodated m an Act these 
surplus events are to be reported in a clearly separated part of it, callec 
the Introductory Scene (prave'saka) where minor characters only can 
take part (XX. 27, 30). The same should be the method of reporting 
events that are to be shown as having occurred in the interval between two 
Acts (XX. 31). Evidently these latter should be of secondary importance 
for the action of play. But according to the Niitya&stra these should 
not cover more than a year (XX. 28). This allowance of a rather long 
period of time for less important events occurring between two Acts of a 
Nitaka was the means by which the Hindu playwrights imparted speed to 
the action of the play and compressed the entire plot distributed through 
many events over days, months and years within its narrow frame-work 

suitable for representation within a few hours. 

(iii) An Act should not include the representation of events relating 
to feats of excessive anger, favour and gift, pronouncing a course, running 


* Soo note 2 in IV. below. 





away, marriage, a miracle, a battle, loss of kingdom, death and the siege 
of a city and the like (XX. 20, 21). The purpose of this prohibition was 
probably that, Avlien elaborately presented in an Act, these might divert 
much of the spectator’s interest from the line of the principal Sentiment ■ 
which the play was to evoke aucl might therefore interfere whith the unity 
of impression wliiclrit was to make. 

(b) Explanatory Devices 

(i) The Introductory Scene. It has been shown before how the 
Hindu playwrights divided the entire action of the Nataka into.two sets 
of events of which the one was more important than the other, and how 
they represented in its Acts the important set, whereas the less 
important ones were reported, whenever necessary, in an Introductory 
ocene giving one the idea of the time that intervened between any two 
- cts. I his Scene is one of the five Explanatory Devices ( arthopaksepaka ) 
w ich were adopted by the playwright for clarifying the obscurities that 
ia lc to occur due to his extreme condensation of the subject-matter, 
u , U ' 1 Explanatory Devices are as follows : The Intimating 

Scene* (n ‘hA °/ lllG ^ u PP°rting Scene (viskambkaka) the Transitional 
f f andtho A » ttd P»‘ory Scene UlMmutM. 

explain 11 n ttmaling Speech . When some points [in the play] are 

cu tain 7t i " HT'; middUne 0r k«*iar character from behind the 

(l i V hSl " , . ima,i “ 2 SpeecMXXI. 108 ). 

Oneninw t f u PPorting icene. The Supporting Scene relates to the 
• . i ■ unc u,e only of the Nataka. It is meant for describing some 

uaent or occurrence that is to come immediately after (XXI. 106-107). 
t lv 1 he Transitional Scene. When a scene which occurs between 

^wo cts or is a continuation of an Act and is included in it, relates to 
(XXni2) ^ 0rm the’play, it is called the Transitional Scene 

(v) The Anticipatory Scene . When the detached beginning of an 
c is summarised by a male or a female character, it is called the Anti- 
c ipatory Scene (XXL 112). 

(c) The Plot and its Development 

^ ie Plot or the subject-matter {mstu) of a Nataka may be twofold : 
le principal’’ ( adhikarika) and the "incidental” ( prasahgika ). The 
penning of the principal Plot is obvious from its namo, and an incidental 
. ot 19 that In which the characters acting in their own interest incidentally 
tu ithor the purpose of the Hero of the pricipal Plot (XXL 2-5), 

The exertion of the Hero for the result to be attained, is to be 
^presented through the following five stages (XXI. 8) s Beginning 
wmhhj), Effort (prayalna), Possibility of Attainment ( pmpli-sambhava), 
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Certainty of Attainment (myatiipti) and Attainment of the Result 
MPraPti). These five stages of the Plot have five corresponding 
Elements of the Plot (XXL 20-21) such as, the Germ 
Point (bindii) the Episode (Pataka), the Episodical Incident (prakan) and 
the DLement (karya). Besides these aspects of the action_ and the 
Plot of the Nataka, the elaboration of the latter has been viewed as 
depending on ita division into the following five Junctions which are as 
follows : the Opening (mukha), the Progression (pratmukha). the Develop¬ 
ment ( garhha), the Pause (vimar'sa) and the Conclusion (mrvahana). 

ZitL have been farther subdivided and described to give 
detailed hints as to how the playwright was to produce a manageable play 

■-SES- - 

The second species of Hindn play, i*>«■<|^a- 
rana which resembles the Nataka in all respects ercepttlmt stakes a 
ratheless elevated range”. Its Plot is to be origmal ", (tom 
real life and the most appropriate theme is love, lhc I 7 

Brahmin merchant, minister, priest, an officer of the king 01 a 
the army (XX. 49-51). The female cliaracters include a courtezan or a 
S — Of good family <XX.53)». Bat the courtesan should 
not meet the Hero when he is in the company of a lady oi gen lemau 
Mgh family, and if the courtezans and respectable ladies 
account they are to keep their language and manners undisto ted (XX. 

56). From these and other features, the Prakarana has been called 
bourgeois comedy or comedy of manners of a rankiolow royalty. 

Sodraka'a M V cchak«tika and Bhavnbhuti's Malatimadhava are well- 

kuown examples of the Prakarana. 

The Samavakara. The Samavakara is the dramatic representati 
of some mythological story which relates to gods and some well-known 
Asiira, who must be its Hero. It should consist of three Ante vtah are 
to ako for their performance eighteen NSdikSs (seven hours and twelve 
Luts* Of these the HrstActis to take twelve and the second four 
aed the third two Nadikas only. The snbjeet-matter of the Samavakara 

should present deception, excitement or love, and the number o c iarac ois 

tSmiLlu, twelve. Aed beside, this, metres used ia.t should be 
of the complex kiud (XX. 63-/6). 

, Wilson who did not see the N.S. said, "We may however observe to the iionour 

2SSSS5SSES 

Theat.e, VoU^p Qn tb0 Drftmatic System of the Hindus, Calcutta, 1827, p. 16. 





No old specimen of this type of drama has reached us. From the 
description given in the Natya^astra it seems that the Samavakara was 
not a fully developed drama, but only a dramatic spectacle on the sasis of 
a mythological story. It naturally became extinct with the development 
and productien of fulfledged literary dramas such as those of Bhasa and 
Kalidiisa. 


Ihamrga . The Ikamyga is a play of four Acts in which divine „ 
males are implicated in a fight over divine females. It should be a play 
with well-ordered construction in which the Plot of love is to be based on 
causing discord among females, carrying them off and oppressing [the 
enemies], and when persons intent on killing are. on the point of starting a 
fight, the impending battle should be avoided by some artifice (XX. 78-82). 

No old specimen of this type of play has been found. From the 
description given in the Natya&astra it seems that the Ihamrga was a play 
of intrigue, in which gods and goodesses only took part. 

The Dima . The Pima is a play with a wcll-constructed Plot and its 
Hero should bo well-known and of the exalted type. It is to contain all the 
Sentiments except the Comic and the Erotic, and should consist of four 
cts only. Incidents depicted in it are mostly earthquake, fall of meteors, 

ipses, attic, personal combat, challenge and angry conflict. It should 
a oun m deceit, jugglery -and energetic activity of many kinds. The 
, C actors which it must contain are to include different types 

such as gods, Nagas, Raksasas Yaksas and Pi&cas (XX 84-88). 

No old or new example of this type of play has reached us. It seems 
hat ike the Samavakara this was a dramatic epectacle rather than a 
ulfledged drama. With the advent of literary plays of a more developed 
kind, it has naturally become extinct. 

Vyhyoga. The Vyayoga is a play with a well-known Hero and a 
*mall number of female characters. The events related in it are to be of 
° ne da >’ 8 duration It is to have one Act only and to include battle, per¬ 
sonal combat, challenge and angry conflict (XX. 90-92). 

Bhasa s Madhyama-vyayoga is a solitary old specimen of this type 
of play. 


Utsrs[ikahka, The Utsv§tikanka or Alika is an one-act play with 
a well-known plot, and it includes only human characters. It should 
abound in the Pathetic Sentiment and is to treat of women’s lamentations 
aad despondent utterances when battle and violent fighting have ceased, and 
its Plot should relate to the downfall of one of the contending characters 

94 ' 100 ). 

Bhasa’s Urubhanga seems to be its solitary specimen. This type 
ot play may bo regarded as a kind of one-act tragedy. 

The Prahasana. The Prahasana is a farce or a play in which the 
Uomic Sentiment predominates, and it too is to consist of one Act only. 



The object of laughter is furnished in this, mainly by the improper conduct 
of various sectarian teachers as well as courtezans and rogues (XX 102*106). 

The Mattavilasa and the Bhagavadajjuklya are fairly old specimens 
of this type of play. 

The Bhana. The Bhana is an one Act play witli a single character 
who speaks after repeating answers to his questions supposed to be given 
by a person who remains invisible, throughout. This play in monologue 
relates to one’s own or another’s adventure. It should always include many 
movements which are to be acted by a rogue or a Parasite (XX. 108-110). 
The Blianas included in the collection published under the title Catur- 
bhaiu seem to be old specimens of this type of play. 

The Vitki. The Vithi should be acted by one or two persons. It 
may contain-a' y of the three kinds of characters superior, middling and 
inferior (XX. 12-113). It seems to be a kind of a very short one Act 
play. But one cannot be sure about this ; for no specimen of this type 
of play has come down to us. 

2. Diction of a PJay 

(a) The Use of Metre. One of the first things to receivo the atten¬ 
tion of the Hindu writers on dramaturgy was the importance of verse in the 
dramatic dialogue. They discouraged long and frequent prose passages 
on the ground that these might prove tiresome to spectators (XX. 34). 
After giving a permanent place to verse in drama the Hindu theoiists 
utilized their detailed knowledge of the structure of metres which varied 
in caesura as well as the number and sequence of syllables or raoras in 
a pada (XV. 38ff, XIV. 1-86). for heightening the effect of the words 
us«l, by patting them in » appropriate mete. In this respect they framed 
definite rules as to the suitability of particular metres to different bonti- 
tnents. For example, the description of any act of boldness m connexion 
with the Heroic and the Furious Sentimonts is to be given in the Arya 
metre, and compositions meant to express the Erotic Sentiment should be 
in gentle metre.: such as MalinT and Mandiikranta, and the metres of the 
Sakkari and the Atidh\ti typos were considered suitable for the Pathetic 
Sentiment (XVH. 110-112). In this regard the Hindu theorists, and for 
that matter, the Hindu playwrights anticipated the groat Shakespeare 
who in his immortal plays made ‘'all sorts of experiments in metre . 

(b) Euphony. After considering the use of metres the author of the 
Natya&stra pays attention to euphony and says, “The uneven and even 
metres which have been described before should be used in composition 
with agreeable aud soft sounds according to the moaning intended. 

The playwright should make efforts to use in his composition sweet 

and agreeable words which can be recited by women- 

A play abounding in agreeable sound and sense, aud containing no 




obscure or difficult words, intelligible to the country people, having a good 

construction, fit to be interpreted with dances, developing Sentiments. 

becomes fit for representation to spectators’ (XVII. 119-122). 

(c) Suggestive or Significant names. Another important aspect of 
the diction was the suggestive or significant names for different characters 
in a play. It has been said of Gustave Flaubert that he took quite a long 
time to find a name for the prospective hero and heroine of his novels, 
and this may appear to be fastidious enough. But ou discovering that the 
Hindu dramatic theorists centuries ago laid down rules about naming the 
created characters (XIX. 30-36), we come to appreciate, and admire the 
gonius of the great French writer. 

(cl) Variety of languages or dialects . The use of Sanskrit along 
with different dialects of Prakrit (XVIII. 36-61) must be ascribed to 
circumstances in the midst of which the Hindu drama grew up. The 
di amas reflect the linguistic condition of the society in which the eavlj 
writers of plays lived. As the speech is one of the essential features of a 
person’s character aud social standing, it may profitably be retained unal¬ 
tered from the normal. Even in a modern drama dialacts are very often 
used though with a very limited purpose. 

IV. The Ancient Indian Drama in Practice 

1. Occasions for Dramatic Performance 

The Hindu drama like similar other forms of ancient art and poetry 
seems to have been of religious origin, and it developed probably out of 
dances and songs in honour of a deity like fSiva who in later times came to 
o, sty led the great dancer-actor ( naiaraja ). As time passed, tho dance 
with songs gradually assumed the form of regular dramatic spectacles, and 
the range of subjects treated was extended beyond the legends connected 
with the exploits of a particular deity. It is just possible that this 
evelopmeut of the religious aspect came in oourse of time, to be partially 
rested, and plays began to be composed more with a purely sccul.a 
character. And this change considerably loosened its original connexion 
■with the popular deities. Possibly due to this tho Hindu drama in the 
historic period of its career, is found to bo acted sometimes for moral edifi¬ 
cation as in the case of the Buddhist plays, sometimes for the aesthetic 
enjoyment of the elite as in the case of KalidSsa’s works, and sometimes 
hononr of a deity as in case of one. of Bhavebhuti’s plays. In spite, of 
its various vises, the Hindu drama unliko its modern counterparts did 
Possibly never become an ordinary amusement of everyday life. It was 
on special occasions like a religious festival, a marriage ceremony, 
a king’s coronation, a friend's visit that dramatic performances wore held 
HV. a 69 . 12 _ i4) _ Bllt am ong all these occasions religious festivals 
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were the most common for the performancee of drama. It was natural 
that on such occasions the drama was a popular entertainment as well, the 
public being then iu a holiday mood. 

Another fact about the dramatic performances of the Hindus was 
that these were sometimes held in the form of contests (XXVII. 21-22, 

71, 77-79). Different groups of actors vied with one another for the 
popular appreciation, and reward for their skill in the particular art. This 
drama, however does not seem to have been a regular feature of the Hindu, 
as was the case with that of the Greeks, and theatrical troups gave, how¬ 
ever, performance usually for money without any spirit of rivalry towards 
others, and were paid by the rich people or tho different guilds. 

2. The Time of Performance 

Except if the midnight or at noon or at the time of the Sandhya 
prayers, the Hindu dramas could be performed almost at any part of the 
day or of the night. But this doe3 not mean that any play could be pro¬ 
duced at any allowable time during the twentyfour hours. Though at the 
command of the patron the Director of a theatrical party could overlook 
strict rules in this regard, the time of performance was to be regulated 
according to the nature of the subject-matter of the individual play. Foi 
example, a play based on a tale of virtue was to be performed in the fore¬ 
noon ; a performance which was rich in instrumental music, and told a 
story of strength and energy, was to be held in the afternoon, and a play 
which related to the Graceful Style, the Erotic Sentiment, and required 
vocal and instrumental music for its production, was to be performed in 
the evening ; but in case of plays which related to the magnanimity of 
the Hero and contained mostly the Pathetic Sentiment, performance was 
to be held in the morning (XXVII. 88-99). 

Though in the modern times dramatic perfor mance is mostly held in 
the evening, the ancient Indian rules regarding the assignment of a play of 
a particular type to a particular part of the day or of the night need not 
be considered queer in any way. On the other hand, they appear very 
much to have been based on a proper understanding of the ever-chtmgcable 
nature of human personalities. Even ii a play based on a tale of virtue 
or of woe, when properly presented on the stage, could be appreciated at 
any time, it had better chance of impressing the spectator in the forenoon 
or in the morning, when after the night’s sleep and rest, he could be the 
most receptive in regard to these Sentiments that a play including a 
story of energy and strength can better be assign "d to the after-noon is to 
be explained on the assumption that on taking rest after meal3 at the com¬ 
pletion the morning’s activities, one becomes psychologically more competent 
to appreciate stories of strength and energy presented on the stage. Jn a 
similar manner, a play with love as its principal theme (i.o. with 
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(1 o Erotic Sentiment) may bo more effectively presented on the stage in the 
evening; when after the day's work, one is naturally inclined to enjoy the 
company of his dear woman; be she his wife or the kefcaera. 

3. The Playhouse or the Theatre 

The NatyaSastra describes various types of playhouse, and their 
different parts have been mentioned to some extent in detail. But in the 
absence of evidence the like of which has been copiously available in case 
of the Greek theatre; it cannot be said how far the ancient Indian plays 
were peformed in specially constructed theatres. It may be possible that 
only the kings and very wealthy people owned playhouses constructed accor¬ 
ding to the NatyaSastra, while dramatic spectacles meant for the common 
People were held in the open halls called the Nat-mandir (Natya-mandira) 
m front of the temples; or in a temporarily devised theatre under the cover 
a canopy, as in the case of the modern Bengali Yatras which seem to have 
some resemblance and connexion with the ancient Indian Natya described 
in the Sastra. ^ One remarkable feature of the playhouses described in the 
, ^ s ^ ra I s that they are of a very moderate size; the largest among 
em (meant for mortals) being only thirty two yards long and sixteen 
T1 is • ° ai ; ca * )a ^° °f accommodating about four hundred (400) spectators, 
as manvn S pt rP C ? ntrast with the Athenian theatre which sometimes held 

«smaay as fifteen thousand (15,000) people. 

ssarv ,nLT Paiatl ? smallness °f the ancient Indian theatre was a nece- 
For in a la U ^ nCC 0 the pecular technique of the dramatic production, 
points on lv\ l J ay i ° 1 U8e . tllQ s l ,ec tators could not all have heard delicate 
The inm-v ** \ ^ °P cndod * n no ‘small measure the success of a performance. 
thi« ! Qa f e y large Athenian theatre was not much handicapped in 
technique^ ^ th<5 ( ** eek drama depended on a considerably different 

(vikrsta) describes three main types of playhouse : obloug 

be ^ caiur ^ra) and triangular {tryasrd). These again might 

and eioht • Um or small, with their length respectively as one hundred 
differ^/ S . 1Xtyfoiu ' and thirtytwo cubits. This gives altogether nine 
squar ^ °* theatres, viz. (i) the large oblong, (n) the large- 

m Uu) the large triangular, (iv) the medium oblong, (v) the 

( K( * uare (vi) the medium triangular, (vii) the small obloug, 

n m) t,ie small square and (ix) the small triangular. These nine types 
C!Xn also bo measured in terms of damjas instead of that of cubits. This 
7. 1 glve U9 eighteen different dimensions of playhouse. But the Natya- 
‘ ! ‘® tra is silent about the use of the playhouse measured in terms of danfas, 
, the playhouse of the largest typo measuring 108 cubits in length have 
eeu Prohibited by the Sast’rafor the mortals. And it has been mentioned 
etor<5 that a playhouse more in area than thirtytwo yards long and sixteen 
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the cheeks, the chiu, and the neck. The hands, however, are the most 
important limbs in the making of gestures. Gestures and movements of 
hands fall into three classes, viz. single ( asamyuia ), combined (samyutd) 
and dance hands ( nrtta-hasta). Single-hand gestures and movements 
relate to otic hand only, while combined hands to both the hands, lhe 
following are examples of the three kinds of hand gestures : Pataka 
(single hand): The lingers extended and close to one another and the 
thumb bent. A jali (combined hand) Putting together of the two Pataka 
hands is called the Anjali. Caturasra (dance-hand) : The Katakamukha 
hands held forward eight Augulis apart [from each other] on ones breast, 
tlic two shoulders and elbows on the same level* Besides these gestures, 
the hands have varied movements which are characterised by the following 
acts • drawing upwards, dragging, drawing out, accepting, killing, beckon¬ 
ing, urging, ■bringing together, separating, protecting, releasing, throwing, 
shaking, giving 'away, threatening, cutting, piercing, squeezing and 
beating(IX. 161-163). 

From the foregoing discussion about the gestures it is apparent that 
their uses fall into two different categories, viz. realistic and conven¬ 
tional. Of these two types, the gestures used conventionally far outnumber 
those of the other kind. But this should not appear strange. For the 


ancient Indian dramatists and theatrical producers were fully conscious 
of the limited scope of realism in arts of various kinds, and hence they 
conceived action as comething very closely allied to dance. This demanded 
that while moving on the stage with or without uttering any word, the 
actors should gesticulate rhythmically, to impart grace and decorative 
effect to their figure. For this very purpose another set of gestures called 
Dance-hands ( nrltahastu ) are also to be used. As their name implies 
these bands were exclusively to be used in dance, but for reasons men¬ 
tioned above -they were sometimes utilized at the time of declamation 
or recitation. The lower parts of the body down to the Sfeet are also 
to be similarly used. Among these, the feet are the most important. On 
them depend the different movements of the entire body as well as the 
various standing postures. The movements of the feet are of three kinds, 
viz. ordinary gait, Carl and Mandala, Of these, the Cari is a simple 
movement of the feet (XI.) while Mandala, is a series of such movements 
considered together (XII.) During the stage fighting the two combatants 
are to move with Cans and Mandalas in accompaniment with suitable 
music. And the gait is very valuable for the representation of different 
roles. In this matter too convention plays a very consumable part, lhe 
Natya&sfcra lays down elaborate rules about the width of footsteps and the 
tempo of the gait for different characters according to their social position, 
age, sex, health and feeling as well as the peculiar environments in which 
they might be placed (XIII. 1-157). 
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(b) The Vocal Representation 

The second means of theatrical representation consists of the use of 
speech. It relates to the proper musical notes (svara) voice registers 
( stkana ), pitch of vowels (varna), intonation (kaku), speech-tempo (laya) 
to bo used in reciting or declaiming a passage for the purpose of evolving 
different Sentiments (rasa) in the spectators. For example to call forth 
the Comic and The Erotic Sentiments a passage should be recited with the 
Madhyama and the Paucama notes, and for the Heroic and the Marvellous 
Sentiments the Sudja and the Rsabha would be the suitable notes. 

To call a person staying at a distance the voice should proceed from 
the head register (stras) and when he is at a short distance it should bo 
from the chest (urns), and for calling a man at one’s side the voice from 
the throat register (kaniha) would be proper (XIX. 43). 

For any speech with the Comic and the Erotic Sentiments the prevail¬ 
ing pitch would be ITdatta (acute) and Svarita (circumflex) while in the 
Heroic the Furious and the Mervellous Sentiments it should be Udatta 
and Kampita. 

In the Comic and the Erotic Sentiments the speech-tempo should be 
medium, in the Pathetic slow, and in the other Sentiments a quick tempo 
is appropriate (XIX. 59). 

Besides the above aspects of speech, close attention was to be given 
in observing rhythm and cadence. And the metrical character of any 
passage in verse was to be fully expressed in its recitation or declamation. 

For this propose the Natyasastra devotes nearly two full chaptors (XV, 

XVI) which discuss prosody and allied topics. 

(c) The Costumes and Make-up 

One important element in theatrical representation now-a-days is the 
various stage appliances such as, painted scenery, costumes and make-up 
However able the actors and actresses might be in delivering the 
speeches assigned to their roles, without being placed against properly 
painted scenery and without having proper costumes and make-up, by their 
acting and delivery alone they cannot create that kind of stage-illusion 
which is necessary for the success of a dramatic production. But in the 
ancient Indian stage there was no painted scenery. Hence the actors had to 
depend a great deal upon costumes and make-up. By the term Ahiiryabhi- 
naya the Hindu theorists understood these two items (XXIII).. 

Though painted scenery is considered indispensable in the modern, 
theatre, the ancient Indians having a considerably different conception of 
the drama, did not require its aid for the production of a play. Thewali 
that separated the tiring room (nepathya) and the stage ( rakgapliha ) 
together with the screens covering the two doors connecting the stage and 
the tiriug room, served as the back-ground to show off to advantage tho 



figures of the performers. And these, the wall aud the screens, possibly 
did not contain anything other than the usual decorative designs. This 
simplicity in the character of the scenic apparatus was a nacessery con¬ 
comitant of the peculiar technique of the Hindu drama, and its cause 
may be lopked for in its early history. The introduction of magnificent 
scenery appears to be a later development in the history of drama. 
Similarly the back scene of the Shakaspearcan stage consisted of a bare 
wall, aud anything in the way of spectacular effect was created by the 
movements and grouping of actors 

The production of an impression by means of painted scenery would 
have, been alien to the taste of the ancient Hindus who were more or less 
conscious of the limitation of realism in their various arts. In order to make 
the spectators visualise, the place and time of the dramatic story in hand, 
the Hindus had V different device. Numerous descriptions of place and 
time composed in rhythmic prose and verse, which are scattered over the 
classical Hindu plays, served very efficiently indeed the purpose of painted 
scenery. When properly read or sung, these passages very easily created 
an illusion of the place or the time described. The elaborate description 
of Vasantasena’s magnificent reisdence in the Mrcchakatika was calcu¬ 
lated to call up vividly its picture before the mind's eye. The same 
thing may be said of the grand description of the Dandaka forest in 
the Uttararamacarita. This device of making a scene lively, has been 
utilized by Shakespeare also. In appreciation of his very beautiful des¬ 
cription of place and time, one critic says "The plays aro full of such des¬ 
criptive passages as can nullify the achievements of decorators and 
mechanics.” It has already been mentioned that in the Shakesperean 

stage too painted scenery was unknown. 

There being no scenery of any kind in the Hindu theatre which made 
no effort at realism, the spectators were required to use their imagination 
to the utmost. The demand on the spectator s imagination made by the 
ancient Indian producers of plays was further testified by their rules of 
conventional Zonal division ( kaksorvibhugu ) of the stage (XIV. 1-15). 
Some of these are as follows : 

A Zone might change with the actor walking a few steps over the 
stage. 4 Any ancient Hindu play will furnish numerous examples of this 
convention. For example in the first Act of the Sakuntala the king appears 
for the first time at a distance from Kanva’s hermitage, but shortly after¬ 
wards he enters it by simply taking a few steps over the stage, looking 
around and saying. "This is the entrance of hermitage and let me enter it”. 

By the same kind of convention the inside and outside of a house was 

* Duo to this kind of convention, scenes of the Hindu plays were not clearly 
separated as they are in a modern drama. This puzzled F. Hall who says : 


LXIII 


simultaneously presented* 3 The rule relating to this was as follows : 
According to the Zonal division, those who entered the stage earlier should 
be taken as being inside [a house] while those entering it later are known 
to be as remaining outside it. He who enters the stage with the intention 
of seeing them (i.e. those entering earlier) should report himself after 
turning to the right. To indicate going to a distant locality one is to walk 
a good few steps over the stage and to indicate going to a place near b>, a 
short walk only is needed, while a walk of medium duration will indicate 
going to a place of medium distance, But in case a person leaves one 
country and goes to a distant land, this is to be indicated by closing 
the Act in which such an event occurs, and mentioning again the same 
fact in an Explanatory Scene* at the beginning of the next Act* 

An example of some of these conventional rules occurs in the ninth 
Act of the Mrcchakatika where Sodhauaka appears first as being at the 
gate of the court of justice and enters it by making a pantomimic move¬ 
ment ; then again he goes out to receive the judge and re-enters, the court¬ 
room after him by simply walking over the same stage* And when the 
judge has started work, Sodhanaka again goes out to call for the complain¬ 
ants. This going out also consists of actually walking a few steps over 
the stage* 

Though painted scenery was not in use in the Hindu theatre objects 
like hills, carriages, aerial cars, elephants etc, were represented on the 
stage by suggestive models ( pusta) of these. According to the Natyasastra 
the model works were of three kinds, viz. sandhwia which was mado up 
of mat, cloths or skins, wrapping cloth, or other materials wrapped round 
something, and vyajima which was a mechanical contrivance of some kind 
Prom Dhanika, the commentator of the DaSarupa (II. 67-58), we learn 
about a model-work of an elephant for the production of the Udayana- 
carita, and the Mrcchakatika owes its name to the toy cart which plays an 
indispensable role in the story* 

(d) The Temperament 

The fourth or the most important means of representation is the 
Temperament ( sat tod ) or the entire psychological resources of a man 
(XXIV), The actor or the actress must for the time beiug feel the 
States that he or she is to represent, and only then will the Sentiments 
related to them follow. This kind of reprsentation wa3 iudispcnsable for 
giving expression to various delicate aspects of men’s and women's 
emotional nature. 

So far as is known, Hindu draina3 have always beon parted into acts; but never 
have they had scones. It is somowhat to be wondered at, that the Hindus, wi h their 
inordinate love for subdivision, should have left thoso unwonted (Introduction to 
Dasampa, pp. 28-20. 3 See note 2 above. 
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V. Literature on the Ancient Indian Drama 


1. The Early Writers 

Silalin and Krsasva. Panini (circa 500 B.C.) refers (IV. 3.110-111) 
to the Natasutras of Silalin and Kr3a6va. As the works of these two 
authors have perished beyond recovery we are not in a position to have 
any exact idea about their contents. But L<$vi and Hillebrandt have taken 
them to bo manuals for actors (nata) though Weber and Konow have con¬ 
sidered these to have been 6ets of rules for dancers and pantomimists, and 
Keith has accepted their view. Konow further thinks that the treatises of 
Silalin and Kr£a.4va were absorbed in the body of the Natya^astra (ID. p. 1) 

2. The so-called sons of Bharata 

After Silalin T nd Kr$a.4va come the writers whose names have been 
included in the list «f the one hundred sons of Bharata, given in the extant 
version of the N.itya^atra. (L 26-22). Among these Kohala, Dattila 
(Dhurtila), Salikarna (Satakarna), Badarayana (Badari), Nakliakutta and 
Asmakutta have been referred to and quoted by later writers as authorities 
on dramaturgy and histrionics. Besides those, Viitsya and Sandilya have 
been named as authorities on drama by some writers. Such references and 
quotation? are our only source of knowledge of them and thoir work. 

(a) Kohala Arhoug the writers on drama who wrote after Silalin 
and Kr&uiSva, Kohala seems to be the most important. In the extant 
version of the Natya&isfcra (XXXVI. 63), it is given in the form of a 
prophecy that Kohala will discuss in a supplementary treatise all those 
topics on drama that have not been touched by Bharata. Prom quotations 
of his works made by Abhiuava 1 and another commentator," as well as 
from their references to his opinion, it appears that Kohala wrote on dance 
and dramaturgy as well as historionics and music. 

(b) Dattila, tiawfilyii, and Viitsya, Dattila seems to be identcal 
with Dantila or Dhurtila mentioned in the NatyaSastra (I. 26). Abhinava 
too quotes from one Dattilacarya 8 and it i3 likely that ho is not other 
than this Dattila. From these quotations .it appears that he wrote 
on histrionics and music. Sandilya and Viitsya mentioned in the 
NiityaSastra (XXXVI. 63) along with Dattila (Dhurtila) are to us nothing 
but mere names. It is possible that they were writers on some aspects 
of drama and theatre. 


1 Ag I. pp. 173, .182, 183-181; II p. 26, 55, 130. 133. 112, 116, 148. 151, 155, 
407, 416-417, 4al, 434, 438-433, 413, 452.459 ; £>e' Ms. p. 413,436, 496, 521, 680. 

* BhP.pp. 204,210,236-245,251. 

* Ag. 1. p. 205, Besides this Ag. quotes and refora t) Dattila m less than 14 times 
vdiilo cornea ting on chip ter on mane. See Do’s Ms. pp. 514, 573, 676, 580, 583, 588, 590, 
621, 625, 628, 633, 631, 640, 642 . 644 , 630, 656. .See also Kalin, si. 123. 
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(c) fiatakarni ( &atakarna> Saltkcifnd). Safciikurni as a proper name 
is found in inscriptions from the first century B. C. to 149 A. G. Hence 
it is possible (though not quite certain) that Satakarni the writer on drama 


flourished about the first century A. 0/ Like kings in later times who were 
sometimes found to take interest among other subjects in drama and poetics 
and to write treatises on them, this Satakarni might well have been a king 
or a person of royal descent. From the quotations made by later writers 


from him it appears he wrote on dramaturgy. 

(d) Afcmakutta and NakhakuUa. These two writers from their 
names appear to have been contemporaries, probably belonged to the same 
locality. Sagaranandin 4 * * * 8 * and Vi&vanatha' quote from Nakliakutta, and 
Sagara only is known to have quoted from A&makutta 8 ; hrom these 
quotations it appears that ASmakutta and Nakkakutta wrote on 
dramaturgy. 

(e) Eadarayana (Badari ). Sagara quotes from Badarayana twice'* 
and possibly names him once as Badari, and from the extracts quoted it 
seems that this early writer discussed dramaturgy. 


3. Satngrahakara 

Abhinavagupta once mentioned the Samgraha and once the Savn- 
grahakara. 10 In the Natyasastra (VI. 3,10) itself also one Samgraha 
has been mentioned. It seems that the reference is to the identical work. 
From these facts it appears that the work might have been a compendium 
treating of dramaturgy as well as histrionics. 

) 4. The Present Text of the Natyasastra (circa 200 A,C.). U 

5 . Medieval Writers on Drama 

(a) Nand■, (Nandikesvara) Tumburu Visakhila and Carayaya. 
Besides the writers mentioned above Abhinava and Saradatanaya refer to 
Nandi or Nandikesvara' : and the former also names Tumburu 1 s and 
Visakhila 14 with occasional reference to their views or actually quotations 
from them, and Oarliyaya has once been quoted by Sagaranandin. 10 

(b) Sadusiva, Padmabhv,' Drauhint, Vyiisa and Aujaneya. 


4 Select Inscriptions, pp. 101-207. 

* NL. 1101-1102, Rucipati’s Comm, on AR. p. 7. 

8 NL. 3763-2769, 2904-2905. 

i RD. 291, Nnkhakui/a has also boon mentioned l>y Bahur«pa in his Comm, on 

Basarnpa (Indian and Iranian Studies presented to 11. lloss, Bombay, p. 201), p. 201 f.n. 

• 83,437.2766-2767, 2774-2775. 9 * * NL. 1092-1094, 2770-2771. 

10 Ag. II. pp. 436, 2770-2771. 11 See below sections VI. and VIII. 

ii Ag. I. p. 171, lie’s Ms. p. 559. This Nandikesvara may be identical with 

the author ot fee AD.’ 18 Ag. I. pp. 165. 

14 Ag. I. p. 199 also De’s Ms. pp. 547, 501, 573, See also Kutfa, si 123, 

18 NL. 362-363. 
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Abhinava and Saradatanaya once refer to Sada&va 10 while some writers 
on drama, such as Padmabhtb 17 Drauhini, 18 Vyasa 1 j and Afijaneya 20 
have been named by Saradatanaya only. But we are not sure whether they 
were really old authors or these names have been attached to some late 
treatises to give them an air of antiquty. 

(c) Katyayam, Rahuta and Garga. These three writers, quoted 
by Abhinava and Sagara maj r be counted among the medieval writers on 
on drama. From the available extracts from his work Katyayana* 1 seems 
to have been a writer on dramaturgy. Rahul a has been twice quoted in 
Abhinava’s commentary, and Sagara 11 has once referred to his view.‘ 3 
From these it appears that Rahula was a writer on dramaturgy as well as 
histrionics. Garga as an authority on drama lias been mentioned by Sagara- 
nandin.^ 1 In the absence of any quotation from him we cannot say what 
exactly he wrote about- 

(d) &akaligariha and Ghaniaka . Abhinava mentions among others 
the names of Sakaligarbha 85 and Ghantaka. J0 Of these two,. Ghantaka 
seems to be a contemporary of Sankuka, and as for, Sakaligarbha, we 
have no definite idea about his time. From the references to their views 
it appears that they wrote on dramaturgy. 

(e) Vartika-kara Harsa. Abhinava once quotes from the Varti- 
kakrfc^ 7 and once from the Vartika 08 and next time from the Harsa- 
vartika/ 9 and besides this he once refers to the views of the Vartika- 
kari. 80 Sagaranandin and Saradatanaya refer to one Harsavikrama 31 or 
Harsa. 8 * It seems possible that they all referred to the same author, and 
the name of the author of the Vartika was Harsa or Harsa-vikrama* 
From these quotations and the references it appears that this Vartika was 
an original treatise on dramaturgy and histrionics. 

(f) Matrgufiia* Matvgupfca has been taken to be a commentator 
of the NatyaSastra by Sylvain L<*vi. 38 Though this view has been 
accepted by authors who have written later on the subject, 34 from the 
metrical extracts 8 s made from his work by some commentators it appears 


•« BhP. 152, DR. IV. 38-3). »» Bh p . p. 47. 18 BhP. p. 239. 

i. BhP.251. 80 See note 19. 81 NL. 1484-1485. Ag. II. pp. 245-246. 

»* Ag. I. pp. 115,172. NL. 2873-2175. 88 NL. 3225. 88 NL.3220. 

8 8 Ag. II. p. 452. Kavi thinks that Sakaligarbha= Sakaleya- Udbhata. 

** Ag. II. p. 436. 

8 * Ag. I. p. 172. This Vartika se sms to have been in original work like Kuraa- 
rila’s Slokavavtika written inverse. 58 Ag. I. p 174. 

»’ Ag I. p. 207 also De's Ms. p. 545. 80 Ag. I. p-31. 

88 NL. 3225. 88 BhP. 233. 38 Le Theatre indien p. 15. 

e. g. Skfc, Poetics, Vol. (p. 32-33). 

A.dy pp. 2, 5, 7,8,9, 13, 15, 110, 126. 230, NL. 101. 314-316, 459-471, 534, 
1186 (?). BhP. p,234. 
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that he composed ail original work on the subject* It is probable that in 
this he occasionally explained in prose the view expressed by the author of 
the NatyaSastra. 36 Interpreting in this manner one can understand the 
words of Sundara-nu£i a, who, commenting on Bharata's definition of the 
Benediction (nandi), remarks that ‘in axplaining this Matrgupta said 
etc’. 37 About the time of Matrgupta, wo have no sufficient evidence. All 
that can be said is that, Abhinava quotes from his work once 38 and hence 
he ‘.was earlier than this great -well-known commentator,. Besides this 
Sagaranandin, who is possibly earlier than Abhinava, names Matrgupta 
along with old writers such as Asmakutta, Nakhakutta, Garga, and 
Badarliyana (Badari); 39 hence it appears that he was not a late writer. 

From tire meagre information available about him scholars have 
identified him with the poet of that name living during the reign of Harsa- 
vikramaditya of Kashmir who seems to have been the author of a work on 
drama called Vartika. This would roughly place his work at the end of 
the 4th century A.C. or in the beginning of the 5th. 40 From the extracts 
made from his works it appears that wrote on dramaturgy and music. 

(g) Subatidhu. Saradatanaya refers to one Subandhu who wrote on 
dramaturgy. 4 ' If it is possible to identify him with the famous author of 
the Vasavadatta, then he may be placed roughly in the 5th century A.C. 

(h) The compilers of the Agntpurana and the Visnudharmottara, 
The Agnipurana treats of nalya, nrtya, and rasa, but this treatment depend! 
considerably on the NatyaSastra. There is literal borrowing from this 
work as well as parapharases of some of its metrical passages in this 
Parana. This potion of the Agnipurana is usually placed after Dapdiu 
(circa. 7th century). 4 2 The Visnudharmottara too treats of nrtta, na{ya 
and abkmaya, and this treatment too is dependent on the Natyafiastra aud 
does not appear to be earlier than the 8th century. 

6 4 Lale writings on Drama 

(a ) Dasarupa. The Dafiarupa (DaiWupaka) of Dhanarijaya was 
composed in the last quarter of the 10th century A.C. during the reign of 
ufija (Vakpatiraja, II) the king of Malawa. This work, as its name 
^plies, treats of ghe ten principal forms of dramatic works (mpa) which 
constitute the subject-matter of chapter XX of the Natya$astra, but it 


For example Sogara, (NL. 634fl’.) discusses Matrgupta’s view in his compi- 
a 1011 which is written in vorso aud prose. It seems that tins author was his modol. 

* ’ Skt, SwUm Vol, I. pp. 102-103. 


Ag. Do’s Ms. p. 543. Dr. S. K, Do thought that Matrgupta waa unknown 
10 Ag. (Skt. Poetics, Vol. I. p, 33). 

Bee note 23 above. 40 Keith, 8kt. Drama, p. 201. 

BhP. p.238. 41 Skt, Poetics, Vol, 1. p, 102-103. 
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actually brings in a few other relevant matters scattered over other parts 
of this comprehensive work. 

Any careful student of the Natyasastra will easily discover that 
Dhananjaya in restating the principles of dramaturgy in a more concise 
and systematic form has carried too far the work of his abridgment and 
left out quite a number of important matters. The special stress which 

he lays on the literary aspect of drama by his exclusion of its histrionics 

and other technical sides, very clearly indicates the general dccadcnc of 
India’s aesthetic culture at the' time. With his professed reverence for 
the rules of the Natya&fetra (ascribed to Bharata), he seems to have mis¬ 
understood the aims and objects of. its author who composed his work for 
the playwright as well as the producers of plays.* 3 

But whatever bo its limitation, the Dasarupa, and its commentary 
Avaloka without which it was only half intelligible, attained in course of 
time a wide popularity aud gradually superseded the Nat,ya&istra which 
seems to have become very rare with the passage of time. And the 
Dahirupa so thoroughly supplanted other dramaturgic works as existed 
before its time, that with the exception of the Nat.yasastra it is the most 
well-known work on the subject and very frequently drawn upon by the 
commentators of plays as well as later writers on dramaturgy like 


Vi^avanatha. 

(b) Ndlakalaksana-ratnakosa. Slightly earlier than the Dasarupa 
or contemporaneous with it/* is .the Natakalaksana-ratuakosa (briefly 
Natakalaksana) of Siigaranandin. Till about a quarter of a century ago 
our’ only knowledge of the work consisted of a few quotations from it in 
different commentaries. But in 1922 the late Sylvaiu Levi discovered its 
Ms. in Nepal and published a report on its contents and other relevant 
matters (Journal Asiatiquo, 1922, p. 210). Since then the work has been 
carefully edited by M. Dillon and published (London, 1937). Just like 
Dhananjaya, Siigaranandin too discusses in his Natakalaksana, dramaturgy 
in detail aud mentions only incidentally certain topics connected with 
histrionics. But unlike the Da&tfBpa the Natakalaksana docs not treat 
exclusively of dramaturgy, but refers to histrionics whenever necessary 
Though the author professedly depends on no less than seven different 
authorities such as Harsa-vikrama, Matygupta, Garga Asmakujta, Nakha- 
kutta, Badari (Badarhyana), and Bharata (the mythical author of the 
Nhtya&stra) yet las dependence on the last-named one seems to be the 

greatest. A large number of passages have actually been borrowed by him 
from the same. 4 5 Besides these borrowings the extent of Sagaranandm s 


to 


Ag. I. p. 7. 

See R. Kavi, 'Date of sagara Nandin in 
D. Rose. Bombay. 1939. pp. 1988’, 


Indian and Iranian studios presented 
PoeNL. pp 143-144. 
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dependence on the Natya&stra is apparent from his echoing of the 
numerous passages 40 of the latter. 

(c) Natyadarpana . The NStyadarpana 17 of Ramacandra and Guna- 
candra is the next important work on dramaturgy aftci the Das.uupa. Of 
the two joint-authors 48 of this text, who were Jains Ramacandra lived 
probably between 1100 and 1175 A.C., and lie was a disciple of the famous 
Hemacandra. Ramacandra wrote a large number of works including 
many plays. But of Gunacandra, the collaborator of Ramacandra, very 
little is known except that he too was a disciple of Hemacandra- The 
Natyadarpana which is divided into four chapters, treats of dramaturgy. 

This work has been composed in Anustup couplets. Its brevity 
of the treatment is computable to that of the DaSarupa, and as iu the latt r 
many of its passages cannot be fully understood unless a commentary is 
consulted. Fortunately for us the joint-authors of the work have left for 
us a very clearly written and informative vrtti (gloss). It is evident from 
the metrical text that the authors had access to the Natya&istra and ex¬ 
ploited it very thoroughly, And whatever could not be accommodated in 
the text has been added in the prose vrtti which has utilised also Abhi- 
nava’s famous commentary. Besides this the authors have occasionally 
criticised the views of other writers among whom the author of the Dasa- 
rupa figures most prominently. 50 All this has given the Natyadarpana 
a unique value and some superiority over the Da^arupa. 

(d) Ruyycika's Naiakamlmamsa. Ruyyaka alias Rucaka/ 1 who 
was a Kashmirian and flourished probably in the 12th century, was a 
voluminous writer on poetics. It was from one of his works (a commentary 
of Mahima-bhattas Vyaktiviveka) that wc learn of his Natakamlmanisa a 
work on dramaturgy. No Ms. of this work has so far been discovered. 

(e) Ehavaprakasana . Saradatanaya, who seems to have been a 
Southerner and flourished in the 12th century, wrote the Bhavapraka&ma - 5 
which dealt with dramaturgy in greater detail than either the Da^arfipa or 
the Natyadarpana. And his work acquires an additional authority from 
the fact that Bar ada tan ay a had as his teacher one Divakara who was the 
Director of a theatre 64 and might bo taken as deeply conversant with the 
theory and practice of Indian drama as it was current in his time. Though 
Baradatanaya depends much on earlier authors for the materials of his 
work, yet his approach to the subject is to some extent original. As the 
name of his work implies, it deals with the “expression” pra/ctisa of the 

A L Printed out by M. Dillon in the margin of NL. 

47 Ed, in G.O.S. Baroda, 1929. 4 * See Introduction of ND. p.3. 

4 But they have also drawn materials from older writers like Kobalu, 6’a^kuka 
and Ag. See ND. p. 224. 50 Bee ND. Introduction p, 3. 61 Skt. Poetics, p. 190ff. 

51 Ibid. p. 180. ’ 13d. G.O.S. Baroda, 1930, 44 BhP, p. 2 also Introduction, p.6. 
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"St&te” (bhava). Now the proper expression of the States by the actors 
according to the Niitya^astra gives rise to the Sentiments ( rasa). Hence 
Saradatanaya begins his work with the description of the States and 
everything connected with them- Next he passes very naturally to the 
discussion of the Sentiments, These being thoroughly discussed, ho 
takes up the Heroines of different classes who are the main stay of the 
Sentiments. The time factor in the plot and the diction of the play 
which also are means of developing the Sentiments are considered next. 
Afterwards he analyses the body of the play and its different parts. 
This brings him to the consideration of the ten major and twenty minor 
types of play {rupa), and finally of the miscellaneous matters connected 
with drama and theatre. To avoid prolixity we desist from giving here 
any detailed account of its contents which include all possible topics 
relating to dramatuigy. It may be briefly said that Saradatanaya's 


treatment of the subject is in many respects more comprehensive than 
that of the Dasarupa, the Natakalaksana, and the Natyadarpana. And 
to attain his object Saradatanaya has freely referred to the Natya6astra° 0 
as well as the works of early writers like Koliala, 66 Matrgupta, 5 ' Har§a° 8 
aud Subandhu. 50 Besides this he has sometimes mentioned authors like 
Dhvanikrt, Rudrata, Dhanika, Abhinava, Bhoja and, sometimes referred 
also to their views and criticised these- 60 All this adds to the great value 
of his work. 

(£) Sahityadarpana aud Nalakaparibhusa, Visvanatha Kaviraja, 
who flourished about the thirteenth century 61 was a poet and a scholar 
and in this latter capacity he wrote among other things the famous 
Sahityadrapaiia which treats all branches of the Skt. literature including 
drama. It was the sixth chapter of this work dealing with drama on which 
the early western writers of the ancient Indian drama mostly depended. 
For his treatment of drama Yisvanitthfi seems to have utilised the Natya- 
sastra, 65 the Dasani pa 03 aud its commentary Avaloka 61 as well as the 
work of Rudrata and others. 

Sihga-Bhiipala’s NatakaparibhaSa is known only in namo. But his 
Ita6arnavasudhakara 05 also treats of drama towards its end, It seems 
that no important treatise on drama was written after all these works. 


4 i .%racl'(taiiaya’s debt to NS has been pointed out by the editor of his work, 
foe Introduction of BhP. pp. 64*07. •• ,See above note 1. 41 See above notes 33-37. 

1,9 See above notes 31-32. 69 See above note 41. 

BhP. pp. 175,179, 95, 150, 327, 82 160,194,313,12,152. 194, 213, 216, 242, 245, 
25L. c 1 Skt. Poetics, Vol. I. pp. 233 ff. 

0 * See BD, 281, 306,32J, 503, 517, 537. 

Sue SD. Vhwan-'tha wrongly a ascribed to Dhanika what belongs to DR, (111. 
32*33). This misled some scholars to believe that Dhanika and Dhanawjftya were not 
different persona. See Skt. Poetics, Vol. 1. pp. 242 ff. 

c 6 Ed. Trivandrum Oriental Series, 1910. 


VI. The Natyasastra : The Text and its Commentators 

1, Its Author 

The NatyaSastra is commonly attributed to Bharata Muni. 1 But 
Bliarata cannot be taken as its author, for in the Natyasastra itself 
his mythical character is very obvious, and the majority of the Puranas 
are silent about the socalled author of the NatyaSastra*, and there is not a 
single legend about him in any of the extant Puranas or the Ramayana and 
the Mahabharata. The word Bharata which originally meant ‘an actor’ 
seems to have given rise to an eponymous author of the Bharalasastra or 
the Nalasaslra (the manual of actors). 

2. Its Two Recensions 

Whoever might be the author of the NiityaSaatra it is certain that 
the work itself possesses undoubted signs of great antiquity, and one of 
these is that its text is available in two distinct recensions. In having 
two partly divergent recensions the Natyasastra can well be compared 
with works like the Nirukta, the Bvhaddevata and the Sakuntala. 
The editors of these works have differently settled the claims of their 
shorter and longer recensions. At first sight the tendency would be to 
accept the shorter recension, as representing the original better, 
because elaboration would seem in most cases to come later. But opinion 
is divided in this matter: Pischel regarded the longer reccsion as being 
nearer the orginal 3 , Macodonell has also given his verdict in favour of the 
longer recesion 4 but he has not ventured to reject the shorter recension 
entirely as being late, and Laksliman Sarup has definitely suggested that 
the shorter recension is the ealier one. 5 All these go to show that the 
problem of the relation between two recensions of any ancient work is not 
so simple as to be solved off-hand. So in this case also we should not 
settle the issue with the idea that the longer recension owes its bulk to 
interpolations. 

The text-history of the NatyaSustra shows that already in the tenth 
century the work was available in two recensions. Dhanaiijaya the author 
of the DaSarupa quotes from the shorter recension while Bhoja, who closely 
follows him, quoted from the longer one/’ Abhinava in his commentry 
of the Natyasastra, however, used the shorter recension as the basis of 
his work. It is likely that the long time which passed since then has 
witnessed at least minor changes, intentional as well as unintentional, in the 

* See IHQ. Vol. V1.1930. pp. 72 ff, Annals of BOR1, Vol. XV, 1934, p. 90 fn. 

’ See NSX 2-5 note 2. * Kalidasa’s .Sakuntala, HOS. p. XL 

4 The B/'haddevato, HOS. Vol. I. p. XVIII-XIX. 

1 Introduction to the Nighanhi and Nirukta. p. 39. 

c Preface to Baroda ed. of N& Vol. I. p. 8. 


*• See above note 0. 


LXXIt / 

text of both the recensions. ITeace the problem becomes still more difficulty 
But u careful examination of the rival recensions may give us some clue 
to their relative authenticity. Ramakrishna Kavi who has examined no less 
then forty Mss of the text is of opinion that the longer recension (which 
lie calls B.) scorns to be ancient, although it contains some interpolation 
(pointed at by him) going back to a time prior to Abhinava/ Mr. Kavi, 

however, does not try to explain the origin of the shorter recension which 

he calls A. This view regarding the relative authenticity of the longei 
recension seems to possess justification. Reasons supporting it arc to be 
found in the teste differentating the two recensions, which are as follows : 

(i) Chapters XIV and XV of the shorter recension dealing with 
prosody introduce the later terminology of Pihgala (ra, ja, sa, na, and bha 
g anas etc.) while the longer recension uses terms like laghu and guru m 
defining the scheme of metres. 

(ii) The shorter recension in its chapter XV gives defini i 

of metres in Upajati. while the corresponding chapter (XVI) of the 
longer recension gives them in Anustup metre and m a diffeieiit 01 u. 
Considering the fact that the bulk of the Natyafitfra is written in t us 
(Anustup) metre the longer recension in this case seems to run closer to the 

01 ^Thmigh Ramakrishna Kavi, has overlooked it, there is yet another 
point which may be said to differentiate the two recensions- Pkc > chapter 
dealing with the Natyagunas and Alamkaras have nearly 3 > 
differntly worded in the two recensions. These 61okas in the Ion- 
recension (eh. XVII) arc write. U the «»l rimplc lanswg^f theNa^a- 
Sstra while (eh. XVI) in the shorter recension (the 41ok,«) bet.,^ 
later polish. The opening stanzas of the el.npt.ir (X ' 

recension are in Upajiti metre while in the longer recension (oh. XVII) 
they arc in the Iloka metre. This points to the earlier or,gm of Din latter 
for'the hulk of the Natyaiiistra as has been pointed out before is composed 
.Lie metre. Now the shorter rooensiOn which appears to be of later 
origin, does not seem to be totally devoid of worth. It appears that tins 
I, i, certain case., preserved what once eristrd bat arc now mmsu.g .» 
Z liver recension. The cases in which the shorter rcccns,on gives ... a 
different language the corresponding passages of the longer recension may 
S I by naming that the passage in 
write, from memory of the original in the prototype of the recension. 

8, Unity of the Natyasaslra 
Some scholars have entertain^ 

the NatyaSstra. The, think that there are ...dieations tl.at (th 


* See above note 6. 


* See above note 6v 
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Natyasastra) lias been subjected to considerable rehandling in later times 
before it assumed the present shape. ” 

The alleged indications may be stunned up as follows : 

(i) The colophon at the the end of the KM. text of the Natya&stra. 

(ii) The mention of Kohala as the future writer on certain topics in the 
Natyasastra (XXXYL 63). (iii) Bhavabhiili’s reference to Bharata 
Muni, the socalled author of the Sastra, as the Tauryatrika-sutrakam 
(iv) The mention of the sntra, the bhasya and the kuriku as it* constituent 
parts in the Natyasastra itself along with the the existence of prose 
passages in it. As for the first alleged indication Dr. S, K. De has tried 
to connect the colophon of the Natyasastra (samaptas cayam Nandi- 
Bharata-samgit a'pusl akam with the chapter on music only. 10 He opines 
that the Nandi-Bharaia of the colophon indicates that the chapters on 
music (XXVHI'XXXIII) are Bharata’s original teaching on the subject 
as modified by the doctrine of.Nandi. If we could accept the view it would 
have been easy to believe in the composite authorship of the Niitynftistra. 
But this does not seem to be possible for the following considerations : 

(a) The colophon in question stands at the end of two Mss. copied 
from the same original and arc missing in all the rest of the available Mss. 

(b) The word samgita occurring rarely in the Natyasastra includes 
according to Sarhgadcva (c. 1300 A.C.) git a (song), vadya (instrumental 
music) and nrtya or nrtta (dance). Hence the colophon may be taken in 
relation to the entire text and'and not with the chapters on music alone. 

(c) Nandi as a writer or authority on samgita alone lias not been 
mentioned anywheres else. 

As for the prediction that Kohala will treat certain topics not 
discussed in the Natyasastra, it may be said that there is nothing in it to 
show that Kohala is later than the author of this treatise. lie was in all 
likelihood a predecessor or a contemporary of his. 

The most important of all the alleged indications of the plural 
authorship of. the Natyasastra is the third one. The idea that the work was 
originally written in prose and was subsequently turned into verse, arose 
probably from a misunderstanding of the word sntra. In spit/', of its tradi¬ 
tional definition as alpuksaram asandigdham snrvad 7<isvatomukhain 
etc. there is nothing iu it to show that the sntra must always be in prose. 
Indeed the Niityadarpana-sutra is entirely in verse, and the Saddharma- 
pundarlka-sutra of the Mahiiyana Buddhists is partly in verse and 
partly in prose. In the Mangaiacarana Alokas of his commentary 
Abhinava too mentions the extant Natyasastra as the Bharatasutra. Thus 
on taking the sntra in its oldest sense, the theory of the supposed original 
prose version of the Natyasastra falls to the ground. The existence of the 
prose passages in the Natyasastra does not in the least help this theory, and 

** Skt. Poetiea, Vol i. p. 24. " Ed. <>()A ltarodo. 1929, 

J 
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it may be explained on the assumption that the author found it more con¬ 
venient to write certain things in prose. All this will remove the difficulty 
in understanding the words of Bhavabhuti who mentioned Bharata as the 
stdrakara. 

4 . It Scope and Importance 

It has already been shewn what a great variety of topics the Natya- 
<$astra discusses in connection with its principal theme, the dramatic art. 
In sharp contrast with almost all the later writers on the subject its author 
treats of dramaturgy as well as histrionics. In justification of this two* 
fold aspect of this work Abhinava says that 'it is for the guidance of the 
producers as well as playwrights’ 1 *. As the drama in any form is primari¬ 
ly and essentially a spectacle, laws of its production should be considered 
indispensable hjr the playwrights. It is a wellknown fact that many good 
literary dramai often get rejected by the theatrical directors because of 
their construction being found unsuitable for successful and profitable 
repersontation in the stage. The author of the Natyasastra was evidently 
conscious about this vital connection between the literary and technical 
aspects of a drama, and treated of both very elaborately. It is a veiy 
unique text dealing with every possible aspect of the dramatic tlieoiyand 
practice. It is no wonder therefore that the Natyasastra was often quoted 
or referred to iu later treatieses on gestures, poetics, music, prosody and 
even on grammar, besides being often laid under contributfon by commen¬ 
tators of diffirent Sanskrit and Prakrit plays. And all the later writers 
on dramaturgy too depended greatly if not excusively on this work, and 
most of them expressly mentioned their debt to the Muni Bharata, 
the supposed author of the Natyasastra. 

5. Its Style and Method of Treatment 

In style the Natyasastra differs very largely from all the later writers 
on drama who professed adherence to it and formulated their rules iu a con¬ 
cise manner. These latter are sometimes so very brief, that without the 
help of a commentator they are not easily intelligible. Though some passa¬ 
ges remain obscure without a commentary or similar help yet the major por¬ 
tion of the Natyasastra is written in a simple, language in the Sloka and the 
Xrji metres. Though composed mainly in verse, a very small number of its 
passages arc in prose. As the wort is in the form of dulopm brtween 
Bharata, its mythical author, and some ancient sages, it has some similari y 
with the Pin-anas. One of the charge, brought against the Natyasastra w 
that it is very diffuse. This is true. On a careful examination of his 
method of treatment it will be found that the author of the NatyaSastra, 
like :the famous Pfiiuni, treated of the subject analytically. He has taken 

'* Ag. T p. 7. rs HaftS; p. XXV fH. 
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up individual topics and considered them in every possible detail and 
has found it necessary to repeat things for the completion of the matter in 
hand. This has given it diffuscncss. But the adoption of this method 
was unavoidable in a technical work which aimed at completeness. This 
however may be said to have • rendered it difficult to some extent* The 
difficulty with which we moderns are confronted in studying this 
ancient work, is however primarily due to its discussing an art which 
has pratically gone out of vogue for quite a long time. That the text was 
transmitted through a defective Ms. tradition is no less responsible for 
occasional difficulties it presents. 

6. The Early Commentators 

According to Sarngadeva .(SR. I. 1. 9) the commentators'who set 
themselves to the task oE explaining or elucidating the Natya&astra 
arc Lollata, Udbhata, Saiikuka, Abhiuavagupta and Kirtidhara, 
Abhinava in his commentary refers in addition to Bhatta 
Yantra and Bhatta Nay aka who may be taken as commentators of the 
Nat.yasastra, and quotes from of oue d Bha§ya and one Vartika. The Yartika 
however seems to be an independent treaties on drama though the Bha§ya 
an old commentary. But in the absence of suitable data our knowledge 
about the date of these commentators and the nature as well as the value of 
their work, is very inadequate. We are however discussing below what¬ 
ever meagre informations may be gathered about them. 

(a) Acarya Kirtidhara and Bhasyakara Ncmyadeva. Abhinava 
has referred to Kirtidhara only once. 11 But from the special respect shown 
him by the commentator who calls him acarya, it appears that Kirtidhara 
was a very early commentator of the Natya^astra, and a8 such he was 
possibly anterior to Bhatta Udbhata and hence may be placed in the 6th or 
the 7th century. 15 And N&nyadeva 76 quoted by Abhinava as the author 
of the Bharata-Bha^ya seems to be another early commentator of our text. 

(b) Bhatta Udbhata . Bhatta Udbhata V 7 opinion has been thrice 
quoted by Abhinava, As his views were controverted by Bhatta Lollata 
who flourished in the 8th century it is possible that Udbhata was a person 
of the early 8th or the late 7th century. 78 Though it has been doubted 19 
whether Udbhata was really a commentator of the Natya^astra, from the 
reference to his work by Abhinava we may be fairly certaiu in 
this matter. 

14 Ag. I. p. 208. Cf. Skt. Poetics, Vol. I. p. 29. 11 Cf. Skt. Poetics. I. p. 39. 

10 He should be distinguished from his namesake who was a king off Mithiia in 
tho 12th century (see JASB for 1915, pp. 407 ff.) 

1 ’ Ac, 11. pp. 70, 441, 451, lie’s. Ms. pp. 392. 

1 * Bee Skt. Poetics, I. pp. 75ff. 

11 Skt. Poetic, I. pp. 37 ff. 
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(c) Bhatla Lollata. Bliatta Lollata lias been referred to as many 
as eleven times. 20 Prom these he appears to be a commentator of the 
Natya&istra. As the rasa tlicory of Sahkuka was known to have been 
lavelled against Lollata’s view on the same, this latter writer flourished 
possibly in the middle of the 8th century. 1 


(d) Sri Sahkuka. AbJiinava referred to Sri-Sankuka or Sankuka 
as many as fifteen times. 1 * About his time we seem to have some definite 
information. For he is probably identical with the author of the poem 
Bhuvanabhyudaya written during the Kashmirian king Ajitaplda whose 
date is about 813 or 810 A. C.- 3 


(e) Bhalta Nayaka. Bliatta Nilyaka lias been referred to as many 
as six times by Abhinava.- 1 Besides* explaining and elucidating the 
Natyasastra, at 1 ast in part, he wrote on the Dhvani theory an indepen¬ 
dent work nai ied the Hydayadarpana. He has been placed between the 
end of the 9th and the beginning of the 10th century.*' 5 

(f) Bhalta Yantra, P'rom the single reference to him in Abliina- 
va’s commentary it appears that Bliatta Yantra 2 " was a commentator of 
the Nafyasiistra. About him nothing more can be said except that he pre¬ 
ceded the celebrated commentator. 


7, Bliatta Abhinavagupta 

Among the commentators of the Natya6astra, Abhinavagupta or Abhi¬ 
nava is the most wellknown. But his fame rests also on his commentary 
on the Dhvanyaloka as well as numerous learned treatises on the Kashmir 
Saivism. From the concluding portion of some of his books we learn a few 
facts of his family history, atul on the strength of these lie hits been placed 
between the end of the 10th and the begining of the 11th century. 3 7 From 
the Abhiuavabharati we learn that his another name was Nrsimhagupta.' 8 

Although like any other work of this class it professes to explain the 
text, Abhinava’s commentary is not always an adequate help for under¬ 
standing the several difficult passages of the Natyaxastra. This drawback 
might be due to its defective text tradition, but a careful study of it will 
convince any one that al 1 its weak’points cannot be explained away on this 
assumption alone. There arc instances of Abhiuava’s not being- sure about 
the explanation offered, for example, the word kutapa is once explained as 


*« Ag. I. pp. 208,266, 279.299 : II. pp. 181,196. 415,423, 436,452. De’s Ms. p. 386. 
11 .Sift. Poetics. Vol. f. pp. 38-39. 

»• Ag. 1. pp. 74, 217, 274, 285,293, 298, 318; II. pp. 411 j 436. De’s. Ms. pp. 403, 
413. 437,441, 448, 469. 

5 • Soe Skfc. Poetics, I pp 38-39. 

> ’ Ag. I . pp. 4, 26. 278, II. p. 298, Do s Md pp. 506, 508, 

*» Skt Poetic6, I. pp. 39IF. >e Ag. I. p, 208. 

*» Skt. Poetics, i pp. 1174’. ’ * See Ag. De’s. Ms. pp. 428, 511. 
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‘four kinds of musical instruments’ 29 and next as 'a group of singers and 
players of musical instruments' 8 * and then again as ‘four of musical instru¬ 
ments', 3T while explaining the mattavarani lie gives four different views* J 
and does not give special support to his own preference. Besides this, his 
explanation in some cases seem to be fanciful. For example, he explains 
khandana as (meaning) ‘also fanning by means of a fan made of 
palmleaf. 88 This evidently is wrong, for in the same context 'vyajanakam 
‘fanning’ has been mentioned, and kkanilana may better be interpreted as 
‘drawing patterns or designs'. 34 But such instances are not many. That 
Abhinava had as the basis of his commentary a defective text of the Natya- 
lustra, is apparent from its published portion, and his text was in places to 
some extent different from any of the versions that have reached us. It is 
due to this latter fact that sometimes particular passages of: the commentary 
cannot be connected with any portion of the text (given above the commen¬ 
tary) in the Baroda edition. For example, once Abhinava writes “here 
are four ca-karas” , 35 but in the text indicated by the Pratika two ca-karas 
only are available. And curiously enough a part of this text quoted 
elsewhere 1 5 in the commentary corroborates the available reading of 
the text. In another place of Abhinava’s commentary we have the word 
alambhana explained, but we look in vain for it in the text. 37 The same 
is the case with civyutiTckd and ugatna occuring in the commentary later 
on. 48 And some responsibility for its reduced usefulness must be ascribed to 
the fact that Abhinava had his commentary based on an imperfect text of 
the Natyasastra. 

There is still another reason due to which Abhinava’s work dots not 
prove to be quite adequate for our need. It is probably because he wrote 
the commentary with a view to help scholars of his tim*^, whose knowledge 
on many things relating to the Indian drama, theatre and general literature 
lie could easily assume/ his commentary sometimes falls short of our needs. 

But in spite of these limitations Abilinava’s work has its value. 
Whenever lie has to explain any theory or problem concerning the dramatic 
art or general aesthetics, he does it very exhaustively by quoting all possible 
views on the same and often cites examples from a vast number of dramatic 
and other works some of which have perished. Often he sums up the 
discussion in a masterly fashion. That he was a voluminous writer on the 
abstruse philosophical topics gave him some facility in handling such 
matters- But, for the purpose of reconstructing the theory and practice 
of the ancient Indian drama, such scholastic discussions are often not of 
much value, though students of Indian poetics and aesthetics will surely 


u 73. ,0 Ag. Ip. 65. 

61 Ag. I. pp. 64-65. * 5 Ag. I. p. 41. 

* * Ag. IT. p. 34 * 11 Ag. I. p. 203. 

** Ag. II. pp. 97 , 225. 


,l Ag. I. p.180. 

* ‘ See note 2 on IX 61-G1' 
Ag.tr. p.34. 



LXXYIiI 


bo profited by their perusal. But it must be said of Abhinava s commen¬ 
tary that it gives considerable help in understanding some difficult passages 
of the very old obsolete test of the Natya^astra, and for this wo should be 
genuinely greatful to him. 


VII. Data of India’s Cultural History in liic Natyasaslra 


Besides giving all sorts of information relating to the dramaturgy 
and histrionics as well as the allied arts of dance and music, the Natya- 
6astra includes considerable other materials for the cultural history of 
India. The most important among these will be discussed below under 
their several heads. 


1. Language 

The Nat.yu'astra gives some description of Pkt. (XVIII. l-2o) and 
examples of -Dfaruva songs in Pkt. (XXXII). Prom these materials it 
seems that the Pkt. of the Natya&istra lie mid-way between the Pkt. of the 
classical dramas and that of A6vagho§a’s plays. Besides this there occur 
in this work (XVIII. 44, 48) some references about the nature of languages 
used by the ancient tribes like the Barbaras, Kiratas, Andhras, Dramidas, 
Sabaras and Candidas. Tharc arc besides other interesting matters relat¬ 
ing to the language used by men of different professions and status in life. 

2. Lileralure 


In addition to Prakrit verses given as examples of Dhruvas, the 
Natyasaslra cites numerous poetical stanzas in Skt. as examples of the 
Benediction and of the different metres (V. 108-112, 130-131: XV ). 
These arc very early specimens of the ancient Indian literature. It is on 
the testimony of these which are free from the artificiality of the latei classi 
cal poetry, that P. Ilcgnaud placed the Nfvtya6astra about the begiuniug o 
the Christian era (Introduction to Grosset’s ed. of the NS. p. VII-V11 ). 
The Natya&Iastra contains also the earliest available discussion on 
figures of speech (alamkara), and the method of criticism based on the 
theory of Sentiments (rasa) which became very popular amougst Indian 
scholars during the medieval times- 

3. Arl 


In the Visnudharmottara (II. 2. 4) it has been 'said that the canons of 
,ainting are difficult to uuderstand without an acquaintance with the 
anous of dancing. Now the Hindu drama as we have seen before depends a 
Teat deal on dance which is in faet its mainstay. The same work simil y 
onnects the canons of painting with the canons of image-making. ihus 
he three arte being connected with one another, the Natya^as ia r 
n aditional importance. This view is justified by the tact that 
»lutya6Sstra describes various male postures (sthana) such as Vai^ava, 
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Samapada, VaiAfikha, Mandala, IlidKa and Pratyalidha (XT. 50-71), and 
female postures {stkana) fXIII. 159-169) such as Ayata, Avahittha, and 
Asvaki'auta. These and the various gestures described in the Natyasastra 
may also be helpful in studying specimens of the ancient sculpture and 
painting. It should be noted in this connection that the Samarangana- 
sutradhara a medieval cncyclopoedic work while describing the 1 ules of 
making images describes (ed. GOS. Vol. II. p. 301ft) the hand gestuie* 
etc, almost iu the language of the Natya&astra. 

4. Metrics 

Fiftyeight varieties of metre of sciffl(i> ardhascwia and visavia typos 
have been described in the Natyasastra (XVI). All these are perhaps 
anterior in time to the Chandhah-sutras of Pingala. One important aspect 
of this description is that the name of the following metres are different 
in the Ntt. c. g. Drutavilambita=Harinapluta (NS), Bhujangaprayata = 
Aprameya (NS), Sriigvini=Padmini (Ntt), Malini=Nandimukhi (NS), 
Harini=Vrsabha»cestita (NS), M andakranta=Sridh ara (NS), Prithvl= = 
Vilambita-gati (NS), Knsumita-lata-vellita=Citralekha (NS). 

5. Poetics 

The Natyasastra enumerates (XV1L 43-106) four poetic figur s 
(i alctmkara ), ten Gunas and ten faults (dosa) of a composition. In brief 
these may be called the earliest writings on poetics. To the theory of 
Sentiment (rasa) and the States (bhava) (VlfVH) also the same remark 

applies. 

G. Costumes and Ornaments 

Detailed descriptions of ornaments, and directions about costumes to 
bo used by characters in a play according to their social^ status, profession, 
religious faith, and tribal origin etc, arc given in the Natyasastra (XXIII. 
1-67, 110-127). These may throw interesting light on the social life of 
the Indian people in the remote past. 

7. Mythology 

The Natyasastra mentions (I-V, XXXIII-XXXIV, XXXVl nu¬ 
merous gods, ' goddesses, demigods etc. Classified according to the system 
adopted by Ilopkin in his ‘Epic Mythology they are as follows •. 

(a) Lower Mythology '• Serpent, Birds, Waters, (b) Spirits : Pit)’?, 
Bhutas, Raksasas, Asuras, Daityas, Danavas, Yaksas, Guhyakas. (c) The 
eight great gods; The Sun-God, * the Moon-God, the Wind-God, the 
Fire-God, the God of death, Vanina and Ocean, Indra, the Dikpalas 
(World-protector), (d) The Host of Spiritsj Gaudlmi •vas, Apaavasas, 
Kiima, ASvins, Marilte, Rudras, Visvedevas, Adityas, (e) Divine Seers : 
Bvhaspati, Nhnula, Tuinbnrn. (f) Earthly list's and Personages: 
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Bala (deva), Nahusa, Sanatkumara. (a;) The Three Supreme Deities : 
Brahman, Vising Siva, (h) Lesser God : Kartikaya. (i) Goddesesses: 
Sarasvati, Laksmi, Uma, Parvati, Candika, Siddhi, Medha, Smrti, Mati, 
Niyati, Nlrrfci. It is probably significant that Gauesa and the Avataras of 
Visnu are absent from this list. 

8. Geography. 

In its chapters XIV, XVIII and XXIII the Natya^astra mentions 
some geographical names such as Aiiga, Anta (Anti) rgiri, Andhra. Avauti, 
Arvada, Avarta, Anarta, Usinara. Odra, Kalihga, Kasmira, KoSala, Khasa, 
Tamralipta, Tosala, Tripura, Daksinatya, Dramida, Nepilla, Paficala, Puli- 
nda (bhiimi), Paundra, Pragjyotisa. PramSu-pravrtti, Plavamga, Bahir- 
giri, Brahmottara (Suhmottara), Bhargava, Magadha, Madiaka, Malav- 
artaka, Malmrastra, Margava, Malava, Mahendra, Mosala,, Vaiiga. 
Vatsa. Vanavasa, Vartika (Martika), Vahllka, Vidisa, Videlm, Surasena, 
Salaka, Sindhu, Surastra, Sauvira, Gahgii, Carmanvati, Vetravatl, Mahen¬ 
dra, Malaya, Sahya, Mekala, Kalapafijara, Himalaya, Vindhya, Bharata. 

9. Ethnological Data. 

The names of the following tribes occur in the Niitya&istra. 
Ka.4i, Kosala, Barbara, Andhra, Dramida, Abhira, Sahara, Candala, Saka, 
Pallava (Pahlava) and Yavana. From the costumes and colours to bo 
assigned to their body it may be possible to trace them historically. 

10. Ars Amatoria. 

The Natyasastra mentions Kamitantra or Karaatantra (XXV. 38, 53- 
567) and Kama4astra (XXXV. 46). But as it divides women into twenty- 
four classes, and Viitsyayana’s Kamasutra into four classes these names do 
not seem to relate to the Kamasutra which probably comes later. 

11. Arthasattra* 

The Natyasastra is of opinion that "The members of the court (sabka' 
slura) should be appointed after consulting the views of Brhaspati, who 
thinks that the following are the qualities required for this office. “They 
should be always ready for work, alert, free from indolence, undaunted by 

hard work, affectionate, forbearing, modest, impartial, skillful, trained in 

polity and good manners, deeply conversant with the art of argumentation 
and all other branches of knowledge, and not affected by sexual passion and 
the like” (XXXJV-87-90). The word sabhastara which has been translated 
here, as a member of the court, occurs in the Smrti of Vyasa who holds that 
this officer should hold discussion about morals ( dharmavakya ) for the 
edification of those who are present (in court). In Mbh 4.1.24, however 
sabhastara appears only as a courtier ( sabhya , Nilakantha) who is parti¬ 
cularly interested in gambling (.Tolly, Hindu law and Custom, pp. 387-288). 
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The description of the king, the senapati, the amatya and the praflvivaka 
as given in the Natya^astra (XXXIY. 78-87) might well have been taken 
from the now lost work of Bfhaspati recognised by Kautilya as one of his 
sources. The rNatya&istra gives besides one interesting information that 
the inmates of a royal palace included a snataka (XXXIY. 64-69) and that 
there was besides a functionary named kuniaradhikrta (XXXIV. 76-77). 
As the definition has been lost, it is not possible to know what his duty was- 
Can he be identified with the kumaramatya mentioned in Samudragupta’s 
inscription ? 

12. Psychology. 


The Naty&4astra seems to be the first in recognizing the twofold 
importance of psychology in connexion with the production of a play. Its 
classification of Heroes and Heroines according to their typical mental and 
emotional states (XXIV. 210ff., XXXIV. 15ff). proves its admission of 
the importance of psychology on the creative side of the dramatic art; for 
with the complete knowledge of all possible reactions of different objects 
and incidents upon such Heroes and Heroiues, the playwright as well as 
actors and actresses could attain the greatest possible success in charac¬ 
terisation. On the critical side also the importance of psychology was 
discovered by the Hindu theorists almost simultaneously. It was realised 
early that no strictly objective standard of beauty ever existed, and the 
enjoyment of a theatrical production consisted of peculiar reactions which 
the art of the playwright as well as that of the actors could success¬ 
fully evoke in spectators of different types. It is on this assumption that 
the theory of Sentiments and States (VI-VII) important aliko for the 
criticism of the theatre and the belles lettres has been elaborated by the 
author of the Natyafsastra. Such a view does not allow any kind of 
dogmatism in the criticism of art and literature, and will make due 
allowance for the views of people who may widely differ in their tastes 
because of their varying cultural equipment. 


VIII. Tlie Date of tlie Nalyasaslra 

More than sixteen years ago, a careful investigation of the linguistic, 
metrical, geographical and ethnographic data, of the evidence to be drawn 
from the history of poetics and music, of the Kama&astra and the Artha- 
6astra, and from inscriptions the present writer came to the conclusion that 
the available text of the Natyasastra existed in the second century after 
Christ, while the tradition which it recorded may go back to a period as 
early as 100 B.C. (The Date of Bharata-NatyaSiistra”, in the JDL. Vol. 
XXV. 1934)-' Since this conclusion was made, a more intensive 

T For a bibliography on the Date of the NS. see this paper p. 1, 
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study of the text as well as accession of fresh data has confirmed the 
writer’s belief in its soundness. These additional materials are being 
discussed below. 

1. The Geographical Data 

Geographical names occur in the NatyaSastra (XIV. 36ff.) mostly 
in connexion with praviitis or Local Usages which seem to be a latci con¬ 
ception and not at all indipensablc for understanding the theatrical art as 
explained in the Natya£astra. In fact the authors of the Da^arupa and the 
Natakalaksana, who speak of the vrttis are absolutely silent on pravrtiis 
which are connected with them. 'Considering the fact that these works 
depend a great deal on the Natya&istra their omission of this item may be 
taken as very significant. Geographical names occuring in connexion with 
the pravritis are found in the Mbh. and some of the Puranas, some of these 
bein<» almost in the same sequence (see D. C. Sircar, ( Text of the Puranic 
Lists of People in IHQ. Vol. XXI., 1945, pp. 297-314). It seems that 
some interpolator put them into the text of the NatyaSastra, for associating 
it with all the different parts of India, though the original work was an 
exposition of the dramatic art as it was practised in the northern India 
especially in the midland only. Hence the geographical data should not 
be used in determining the date of our text. 

2 . The Natyasastra earlier than Kalidasa 

The argument that a particular dramatist who disregards any rule laid 
down in the NatyasSastra, will be earlier than it in time, will reverse the 
accepted chronological relation between the Natyasastra and Kalidasa. 

(a) Though the fact has been everlooked by earlier writers on the 
subject, Kalidasa too violates the rules of the Natyasastra on the 
following points : 

(i) Though the prescribed rule (XIX- 33) is that the king’s wives 
should be given names connected with the idea of victory, some of Kali¬ 
dasa’s royal Heroines have been named as follows s Dharini, Iravati 
(Malavi.) Hamsapadika, VasumatT (Sak,). 

(ii) It is also in disregard of the' rule (XIX. 34) prescribing for the 
handmaids (presya ) the names of- various flowers, that Kalidasa has 
Nilgarika, Madlmkarika, Samabhytikn, Nipupika, Candrika, Kaamudika 
(MSlavi.), Parabhrtika, Caturika (Sak.)* as the names of handmaids in 
his play. Vakulavalika (Malavi.) is possibly an exception. 

(iii) Though the prescribed rule (XIX* 34) is that the names having 
an idea of auspiciousness, should be given to the menials, Kalidasa 1ms 
Raivatnka and Sarasaka (Malavi.) as the. names of servants. 

(iv) The term svTmin has been used by an army-chief (senapati) in 
addressing the king (dak. II) in violation of the prescribed rule that it 
should be used for the crown-prince (XIX- 12). 
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(v) Besides those, Kalidasa has written elaborate Prologues to his 
plays, though the NatyaSastra does not recognize anything of this kind as 
a part of the play proper. These as well as the departures from the rules 
in Bhasa’s play, may be taken as great dramatists’ innovations which as 
creative geniuses they were fully entitled to. 

(b) Besides these there seems to be other facts which probably go to 
show that Kalidasa knew the present NatyaSastra. They are as follows • 

(i) Kalidasa uses the following technical terms of the Natyaiastra : 
angahara, vrtti , satidhi, prayoga, (Kuraara, Yll. 91), ahga-satlva-mcana- 
s ray am nrttam (Raglm, XIX. 36), pdtra, prdsnika, sausjhava, apadesa. 
upavahana, scikha , vastn , mayuri mdrjand (Malavi.) 

(ii) Kalidasa mentions the mythical Bharata as the director of 
the celestical theatre (Vikram, III). 

(iii) According to Katayavema, Kalidasa in his Malavi. (1. 4.0 ; 21.0) 
icfeis to particular passages in the Natya&astra (1. 16-19 ; NS (C.) XXX, 
92tf.) 

3« The Mythological Data 

In die paper mentioned in the beginning of this chapter the present 
wi itei was mistaken in liis interpretation of the word inahagmmani which 
ocs not mean Ganapati as Abhinava the reputed commentator of the 
1 a’ya/astia opines (seo notes ou 111.1-8.). The absence from the Natya6astra 
d t ns deity who does not appear in literature before the fourth century 
speaks indeed for the great antiquity of this work. 

4. The Ethnological Data 

The Natya&astra in one passage (XXIIL 99) uames Kiratas, Barbaras 
“nd i ulindas together with Andhras, Dramilas, Ka£is and Kosalas who 
were brown {asita, lit. not white), and in another passage (XVIII. 44) names 
■ ndhras and Dramilas together with Barbaras and Kiratas. Apastamba 
t ie author of the Dharmasutra who lived at the latest in the 300 B-C. 
belonged to the Andhra land (Jolly, Hindu Law and Custom, p. 6 and also 
■ Vl Ka ne, Hist, of the DharmaSastra. Vol. I. p, 45). Hence it may bo 
assumed on the basis of these names that the NatyaSastra was in all likeli¬ 
hood composed at a time when a section at least of the Andhras and the 
Dramilas (forefathers of the modern Tamils) were still not lookod upon 
thoroughly civilized. Such a time may not have been much after the 
^ginning of the Christian era. 

5. The Epighraphical Data 

Sylvain Levi has discovered parallelism between the Natyaiastra and 
the inscriptions of the Indo-Soythian Ksatrapas like Chastana who are 
roferred to therein a; svdmi a term applicable, according to the ikstra to 
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the yuvaraja, or crown-prince (I. Ant. Vol. XXXIII. pp. I63f). Though 
MM.P.V. Kane (Introduction to the SD. p. viii) has differed from him, 
Levi's argument does not seem to be without its force. It may not be con¬ 
sidered unusual for common persons who arc intimate with him to show 
the future king an exaggerated honour by calling him svamin a term to 
bo formally applied to the reigning monarch only. Besides the argument 
put forward by Levi, there may be collected from the inscriptions other 
facts too which may incline us to take 200-300 A.C. as tho time of the 
compilation of the NatyaSastra. These are as follows: 

(a) The word gundharva probably in the sense in which the Niitya- 
6astra uses it (XXXVI. 76) occurs in the Junagarh Rock inscription 
of Rudradaman, I (150 A.C.). This also mentions terms like sausthava 
and niyuddka which we meet in the Natya^astra probably in the same 
sense (Junagarh Inscription of Rudradaman I. See Select Inscriptions, 
pp. 172-173). 

(b) The respect for ^Cows and Brahmins’ (godrahmand) which the 
author of the Natya^astra shows at the end of his work (XXXVI. 77) 
has its parallel in the inscription referred to above. And respect for 
Brahmins also finds expression in more than ono inscription belonging to 
the 3rd century A.C. {op. cit. pp. 159, 161, 165) 

(c) The three tribal names Saka, Yavana, and Pahlava appearing 
in the inscription of Vasistiputra Pulomayi (149 A.C.) occur in the 
same order in the Natya&Istra {op. cit-, p. 197,) and NS. 

The cumulative effect of all these data seems to be that they may 
enable us to place the Natya^astra about 200 A.C., the time of these 
inscriptions. 

6. The Natyasastra earlier than Bhasa 

Lack of conformity to the dramaturgic rules of the Natyasastra has 
sometimes been cited as an evidence of the antiquity of Bhasa, the argu¬ 
ment being that as he wrote before the rules were formulated, he could 
not observe them. This view however, seems to be mistaken. For the 
rules occurring in the Natyasastra cannot, for obvious reasons, Ire the 
author’s fabrication without relation to any pre-existent literature. 1 If 
the Natyasastra was written after Bhasa’s plays, its rules had every chance 
of having been a generalisation from them as well as from numerous other 
dramatic works existing at the time, while the contrary being the case (i.e, 
Bhasa being later than the Natyasastra) some novelties are likely to be 

1 F. Hall in his Introduction (p. 12) to the Dasarapa says: At all events, he 
(Bharnta) would hardly have elaborated thorn (the rules) oxcopt as inductions, from 
actual compositions, 
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introduced by the dramatist in disregard 
this line of argument that the chronological 
the Naty&istra, will be judged below* 


o £ the existing rules. It is on 
relation between Bhasa and 


(a) On no less than three points, Bhasa seems to have disregarded 
the rules of the Natyasastra. These are as follows • 

(i) The suiradhura (Director) begins the plays, though according 
to the Ndtya&stra the st hap aka (Introducer) should perform this 
function (V. 167). 


(ii) In contravention of the rule of the Natyasastia (XX. 20) 
Bhasa allows death in Act I of Abhiseka. 

(iii) In the Madhyama-vyayoga and the Dutaghtotkaca, Bhasa does 
not give the usual bhamtavakaya (final benediction) and what lie gives 
in its steady may be an innovation. 


Hence it may be assumed that the Natya&stra was completed before 
the advent of Bhasa,. 

(b) Besides this, there seems to be some good evidence in his works 
to show that the dramatist was acquainted with this ancient work on 
drama. For example, lie mentions in a humorous context the Jester con¬ 
founding the NatyaSastra (Avi. II 0. 38-39) with the Ramayana. Bhasa’s 
mention of some' techinical terms as well as the acquaintance which ho 
shows with some special rules of the Natya&istra may also be said to 
strengthen the above assumption. 


(i) First, about the technical terms. They are: sausthava,^ prastdvam, 
sutradhara, prexsaka, carl, gait, bhadramukha, hava, bhava, tnartsa, 
natakiya, the root patka, ranga. 

(ii) The hetaera in the Carudatta (I. 26, 38.) says within herself, “l 
am unworthy of being allowed entrance into the harem (a att}i a am 
abbkantara-pavesassa'). This seems to refer to the NS. XX. o-l. Ihe 
expression, “by means of a Nfitaka suiting the time” (kalasa^vadma 
nadaena) in Pratima. (I. 4. 7) probably points to NS. XXVII. 881T. 

(iii) The vocal skill of the hetaera referred to by the Sahara (Parasite) 
in the Carudatta may also be said to point to the elaborate rules regarding 
Intonation ( kaku ) in the NS. XIX 

(iv) Besides these, expressions like “the two feet made facile in 
dance due to training” (nrUopadcUwnada-carana.n) and she represents 
the words with all” her limbs” tabhinayati mcamsi. mrvagatraih) in 
the Carudatta (1.9.0, 16.0) probably relate to the elaborate discussion 
on dance and the use of gestures in the Natya&astva. 

On the basis of nil these it may be assumed that Bhasa was 
acquainted with the contents of the present text of the Natyafostra. Henco 
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it may be placed in the 2nd ceutuary A. C. i.e. one century before 
the time generally assigned to Bhasa’s works. (Jolly, Introduction to AS. 
p. 10, but according to Konow Bhasa’s date may be the 2nd century 
A. C. Sec ID. p. 51). 

Prom the foregoing discussions it may be reasonable to assume 
the existence of the Natya^astra in the 2nd centuary A.C., though it must 
not be supposed that the work remained uninterfered with by interpolators 
of later ages. Such an interpolation may exist more or less in all the ancient 
texts. For example, Aristotle’s Poetics too, in its received text, has been 
suspected to have interpolated passages in it. There are indeed interpolated 
passages in the Natya&stra aud some of these have been pointed out* 
and a few more may by some chance be discovered afterwards. But this 
may not bring down the work as a whole to later times. 

• geo notes on XVIII. 6,48 } XX. 63. Besides theso cases, tho seventeen couplets 
after XV. 101 and the five couplets after XVI 169 are spurious. For these do not 
give any important information regarding the art of tho theatre or dramaturgy and may 
bo merely scholastic additions. The passage on praexttis XIV. 36-55 may also bo 
spurious. 
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THE NATYASASTRA 


CHAPTER ONE 

THE ORIGIN OF DRAMA 

Salutation 

1* With a bow to Pitamaha 1 (Brahman) and Mahe£vava" 
(Siva) I shall explain the Canons of Drama® (Nalymastra) 
which were uttered by Brahman. 

Sages question 

_2-f>. Once in the days of yore, high-souled sages such 
as, Atreya 1 and others who had subdued their senses, approached 
t-io pious Bharata* the master of dramatic art during an inter¬ 
mission of studies ( anadhyaya ). He (Bharata) then just finished 

, .. same), > Pitmaha (the Grand-father) is a Puranic epithet 

o ie Vodic god Brahman. For the Pitrs (the Fathers) such as Aiigiras, 
^ a h?a and Marici and others, whose descendants peopled this earth, 
svere their progeny. I n the later literature and religion of India, Brahman 
gradually recedes in the background and practically vanishes. His place is 
aken by the extra-Vedic Siva, and Visnu in his fullfledged Puranic 
character. 

* Mahe&yara (the Great God) is another name of Siva who is 

originally a pre-Vedic deity. Saluation to Siva along with Brahman, is 
' f ' '’ 1 are in Indian literature. 

3 By 'drama' in this connexion is to be understood any play in its 
theatrical and literary character. For on this point Ag (I. p. 7) says that 
die NS. i s meant for the producer (of a play) as well as the poet 

—playwright), aruafafa. 

2-5 (B. G. same). 1 Atreya—There are two Atreyas. One is a 
disciple of Ydjfiavalkya (Mbh.) and another that of Vamadeva (Brahma P.) 
See Vidyalaiikar, Jivani-kosa, sub voce. 

2 Puranas, except the Matsya (34. 28-30) are silent on this Bharata, 
the authority on the Canons of Drama, 
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the muttering of prayers (japa) and was surrounded by his 
sons, ihe sages respectfully said to him, “O Brahman, how did 
originate the Natyaveda 3 similar to the Vedas, which you 
have properly composed ? And for whom is it meant, how many 
limbs does it possess, what is its extent 4 and how is it to be 
applied ? Please speak to us in detail about it all 8 ”. 

Bharata answers 

G. Hearing these words of the sages, Bharata began in reply 
to speak thus about the Natyaveda : 

7-12. “Get yourselves cleansed, be attentive and hear 
about the origin of the Natyaveda devised by Brahman 1 . O 
Brahmins, in the days of yore when the Golden Age ( Krta- 
yuga) lB 1 passed with the reign of Svayambhuva (Manu), and 
the Silver Age (Tretayuga) commenced with the career of 
Vaivasvata Manu, and people became addicted to sensual 


8 Natyaveda—The ‘Natyaveda’ according to Ag. is a synonym for 
the ‘Natya£astra’, and is no Vedic work. He (I. p. 4) says : 'era ^ 3<?: 

sn*tf*?fh AUTO-’ 

4 pramana— extent. Ag. takes the word in the sense of proof 
(Pramanam atra niscaya-janakatvam), but he cites another view as well, 
which takes the word to mean ‘number’ and is as follows : *rai 3 
^rlbtf qT3*rrf»moj»itfTuif q?r 

, 5 From the five questions put in here, it is not to be assumed that 
the treatment of subjects mentioned will follow the order of these. 

6 (B. G. same). 

7-12 (B G. same). 1 The reference here is to the Natyaveda 
alleged to have been composed by Brahman in about 36000 slokas. It is 
also believed that later on a shorter work (in 12000 granthas) was based 
on this great work, and it was in the form of a dialogue between Siva and 
Parvatl. This is considered by some to be the Adibharata or Sada^iva- 
bharata. The present NS. contains about 12000 granthas and it is supposed 
to include the views of the authors of the now extinct Natyaveda (composed 
by Brahman) as well as of the Adibharata. See Preface to NS. (B.) pp. 6-7. 
On this point Ag. (I. p.8) says; 

sirei. 

la A. K. Coomaraswamy has freely translated 8-17 (The Mirror of 
Gestures, New;York, 1936, p. 16). 
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pleasures 2 , were under the sway of desire and greed, became 
infatuated with jealousy and anger and [thus] found their 
happiness mixed with sorrow, and Jambudvipa® protected by 
the Lokai ..ias (guardians of the worlds) was full of gods, 
Danavas, Gandharvas, Yaksas, Raksasas and great Uragas 
(Nagas), the gods with Indra (Mahendra) as their head, 
[approached] Brahman and spoke to him, ‘We want an object 
of diversion, which must be audible as well as visible 6 . As the 
Vedas are not to be listened to by those born as Sudras, 
be pleased to create another Veda which will belong to all the 
Colour-groups 6 ( varna )”. 

13. “Let it be so”, said he in reply and then having- 
dismissed the king of gods (Indra) he rasorted to yoga (concen¬ 
tration of mind) 1 and recalled to mind the four Vedas 2 . 

14-15. He then thought: “I shall make a fifth 1 Veda on 
the Natya with the Semi-historical Tales ( itihasa ) a , which will 
conduce to duty ( dhanna ) 2 , wealth (artha) as well as fame, will 


<SL 


2 

inrcftr gra ^ yad harnia— Ag. explains the word differently and as follows : 

According to ancient Indian geography the earth was divided 
m o seven dvifias (continents). Jambudvipa is one of them. It included 
Aaiata-vursa or Bharata-var§a, known at present as ‘India’. Visnu P. 

-1- 1-1*2). See Winternitz, Hist, of Indian Literature, Vol. I. p. 548. 

On this point Ag. says : ssgfafa ’aaifafh si'pif’swfaara:. 

. ^ his relates to the four classes such as Bramana, Ksatriya, Vai^ya 
and Sudra. 

1 ^ (B. G. same). 1 Yoga has been deiined in Patanjali’s work as 
citlav\ttinirodhah. It however begins with the concentration of the mind. 

3 After 13, B. reads one additional couplet. But G. considers this 
Passage to be spurious and puts it in the footnote. 

14-15 (B. G. same). 1 In the early Indian literature the itihasa 
alone was considered as the fifth Veda. Seo Chandogya Up. VII, If. and 
7 '» and Suttanipata, II.7 (sellasutta). Kautilya’s ArthaSastra too gives 
the same position to the iiihasas . See Winternitz, Vol. I. p, 313. 

a On itihasa see below- 

2 dkarma also means virtue, law and custom etc. 
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contain good counsel and collection [of other materials for human 
well-being], will give guidance to people of the future as well 
in all their actions, will be enriched by the teaching of all 
scriptures (eadra) and will give a review of all arts and crafts 4 

(i silpa )”• 

16. With this resolve the Holy One ( bhagavat ) from 
his memory of all the Vedas shaped this Natyaveda compiled 
from the four of them. 

17-18. The recitative (palhya) he took from the JRgveda, 
the song from the Saman, the Histrionic Representation ( abhinaya ) 
from the Yajus, and Sentiments (rasa) from the Atharvaveda, 
[and] thus wa* created the Natyaveda connected with the 
Vedas principal and subsidiary (vedopaveda)*, by the holy 
Brahman who knows [them] all. 

19-20. After the creation of the Natyaveda Brahman said 
to Indra (lit the lord of the gods), “Semi-historical Tales 
(mm) 1 have been composed by me, you are to get them 
[dramatized and] acted* by gods. Pass on tins Natyaveda to 
those of the gods who are skilful, learned, free from stage-ft „ 
and inured to hard work.” 


« The word Utpa is very often synonymous with kata. As the 64 
_ enumerated in different works include different arts and crafts, these 
vo* wordfTmay be translated as ‘arts and crafts.' however, » some- 

L, to be distinguished from Ma, and then it may mean merely a craft. 

16 (B.G. same). 

G sam ). >V'd0P*«d *-the Vedas and the Opavedas 

, the prinZl * well - subsidiary. The Vedas are a 

■andharva-vS» Slusical'science) to the Simaveda, and SthSpatya-Snstra 

•msa enumerates fur m »“4 ittortU as belonging ^ d 

Zita, according to Winternits, can only mean an hrtatcal ™ 

ittS Cfral^ tbe 
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21-22. At these Avoids of Brahman, Indra bowed to him 
with folded palms and said in reply, O the best and holy one, 
gods are neither able to receive it and maintain it, nor are they 
fit to understand it and make use of it ; they are unfit to do 
anything with the drama 1 . 

23. The sages (muni) 1 who know the mystery of the Vedas 
and have fulfilled their vows, are capable of maintaining this 
(Natyaveda) and putting it into practice. 

The Natyaveda and Bharata’s one hundred sons 

24. On these words of Sakra (Indra), Brahman said to me ; 
“0 the sinless one, you with your one hundred sons 1 will have to 
put it (the Natyaveda) to use”. 

25. Thus ordered I learnt the Natyaveda from Brahman 




J 



extant Puranas (See his Ancient Indian Historical Traditions, London, 
1922). According to the native Indian tradition itihasa is said to be an 
acccount of events that occured in the past, carrying in it instructions 
about duty, wealth, enjoyment of pleasure, and salvation. The traditional 
sloka is : 

The same tradition assigns .the position of itihasa to the Mahabharata 
the great Indian epic. It is possibly this itihasa that lias been connected 
with the Natyaveda by the author of the sastra. Hence it appears that 
Oldenberg’s theory about the original connexion between epic and dramatic 
Poetry, i s worthy * { serioU s consideration. Natyakhyam pancamam 
setikasam karomy ahani (15) seems to be very significant. Ag. (I. p. 13) 
explains setikasam as itikasopadesakarupam saprabhedam. See \\ internitz, 
Vol. I. pp, iqo 312 n. 2 See note on 14-15 above. 

21-22 (V G same). 1 It may be tentatively suggested here that the 
Bods represented the primitive Indo-Aryeee who possibly had no draem. 
On this point see the .nthort Pricin Bhnrnter Ha{,.-knU 6n Bengal.), 
Calcutta, 1945 p. 60 ff. 

23 (BG same) 'The word muni is evidently to be derived 
from the Pkt. root mu**' to know’ which is most probably not of Indo- 
Ruropean origin. 

24 (B.G. same)- ' The Puranas and similar other works totally 
ignore these one hundred sons of Bharata. 

25 (B.G. same). 
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and made my able sons study it as also [ learn ] its proper 
application. 

Names of Bharata’s one hundred sons 

26-39- 1 [Names of my sons are] Sandilya, Vat-sya, Kohala 2 , 
Dattila 8 , Jatila, Ambastha, Tandu, Agnisikha, Saindhava, Pulo- 
man, Sadvali, Vipula, Kapinjali, Badari, Yama, Dhumriiyana, 
Jambudhvaja, Kakajangha, Svarnaka, Tapasa, Kedara, Balikaina, 
Dirgbagatraj Salika, Kautsa, landayani. Pingala, Citraka, Ban- 
dhula, Bhaktaka, Mustika Saindavayana, Taitila. Bkargava, Suci, 
Bahula Abudha, Budhasena, Pandukarna, Kerala, Kjuka, Mandaka, 
Sambara, Yanjula, Magadha, Sarala, Kartr, Ugra, Tusara, Pavsada, 
Gautama, Badafayana 5 , Visala, Sabala, Sunabha, Mesa. Kaliya, 
Bbramara, Pithamukha, Muni, Nakbakutta 2 , Asmakutta*, Satpada, 
Uttama, Paduka, Upanat, Sruti, Casasvara, Agnikunda, Ajyakunda, 
Vitandya, Tandya, Kartaraksa, Hiranyaksa, Kusala, Duhsaba, 


26-39 (B. same G. 26-38). 1 B. and G- read some of these names 

itferently. Some at least of the so-called sons of Bharata might in fact 
'ave been the authors who wrote on dramaturgy, histrionic art, dance and 
ausic etc. Bingabhupala mention the first four. See below notes 2-7. 

2 Kohala has again been mentioned in NS. (C.) XXXVI. 65. Ag. 

as referred to his opinion several times and quoted from Ins work on 
atya (Yol. I. pp. 140, 173, 182, 183, 185 ; Vol. 11. PP-26, 55, 130, 133, 
42, 144, 146, 147, 151, 155, 407, 416, 421 , 434,452,458,459). Later 
riters like Damodaragupta, Hemacandra, Sarhgadeva, Saradatanaya and 
ihgabhiipala acknowledge him an an authority on drama and music (See 
. K. DeSkt. Poetics, p. 25. f.n.) _ 

3 Ag. has quoted a passage from the work of one Dattilacarya ( o . 
205). He seems to be identical with this Dattila. See also note a o\c. 

< Salikarna is probably identical with Satakarna referred to and 
uoted in the' commentary of the Anarghari^ava (p. ?• 

27, 66) oiid die Natakalakgapa (p- 47, ed. • i oil . 

=Satavahana. . 

» The Natkalokijana (pp. 46, 114) refers to and quotes fr om him. 

•The N 5 tak»l»k 5 a,,a (pp. 114, 121) refers to and quotes from this 
uthority. So does SD (294). 

.The Mtakalokwa (pp. 4, IP, 114, 115) refers to and quotes 
’om this authority* 
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Jala, Bhyanaka, Bibhatsa, Vicaksana, Pundraksa, Pundranasa, 
Asita, Sita, Vidyujjibva, Mahajihva, Salahkayana, Syamayana, 
Mathara, Lohitanga, Samvartaka, Pancatfkha, Tri&kba, Sikka, 
Sahkhavarnamukha, Banda, Sahkukarna, Sakranemi, Gabliasti, 
Amgumali, Satha, Vidyut, Satajangha, Raudra and Vira. 


39-40. [Thus] at the command of Brahman and for the 
benefit of the people I assigned to my sons different roles suitable 
to them 1 . 


Performance begins with three Styles. 

41. O Brahmins, I then prepared to give a performance 
{prayoga) in which was adopted dramatic Styles ( vrtti ) such as 
the Verbal ( bharatl), 1 the Grand ( sattvati ), and the Energetic 
{arabhati). 

Need of the Graceful Style 

42- 43, *1 [ then went 2 to Brahman and J after bowing, 

informed him [of my work]. Now Brahman (lit. the guru 
°f gods) told me to include the Graceful (kaisiki) Style also 
[ in my performance ], and he asked me to name materials 
conducive to its introduction. 

43- 45. Thus addressed by the master I replied, “Give me 
materials necessary for putting the Graceful {laiUkl) Style into 
practice. At the time of Nilakantha’s 1 (Siva) dance I have seen his 
Graceful Style appropriate to the Erotic Sentiment, and this requires 


39-40 (B. same ; G. 39). 1 G. reads 39b differently. 

41 (B. same ; G.40). 1 The four Styles probably related to four 

O'lbes such as Bharata, Sattvata, Ke&ka and Arabhata. Among these 
Bharata and Sattvata are well-known. The remaining two names might 
have been lost. 

42- 43 (B. same ; G.41). 1 G otn. 42a. 

2 pmgrhya (=embracing) has been taken to mean 'going to'. 

43- 46 (B. same ; G.42-44a). 1 Siva is India's traditional god of 
dance. See M. Ghosh (ed.) Abhinayadarpaua, Calcutta, 1934, English 

Translation, p, 1 . 





beautiful dresses and is endowed with gentle Angaharas 2 and has 
Sentiments (rasa ), States ( bliava ) 8 and action as its soul. 


Creation of Apsarasas for practising the Graceful Style 

46- 47. This Style cannot be practised properly by men 
except with the help of women.” Then the powerful Lord 
( Brahman ) created from his mind nymphs ( apsaras ) who were 
skillful in embellishing the drama 1 , and gave them over to me 
[ for'helping me ] in the performance. 

Names of Apsarasas 

47- 50. [Their names 1 are] : ManjukeSi, Suke&, Misrakesi, 
Suloeana, Baqdimini, Devadatta, Devasena, Manorama, Sudati, 
Sundari, Yidagdha, Sumala, Santati, Sunanda, Sumukhi, Magadhi, 
Arjuni, Sarala, Kerala, Dhrti, Nanda, Supuskala and Ivalabha. 

Svati and Narada engaged to help Bharata 

50- 51. And by him ( Brahman ) Svati 1 together with his 
disciples was employed to play on musical instruments, (lit. drums) 
and celestical musicians ( gandharva) such as, Narada 1 and others 
were engaged in singing songs 2 . 

51- 53. Thus after comprehending the dramatic art ( natya ) 
which arose out of the Vedas and their [different] limbs. I 
alon<> with my sons as well as Svati and Narada approached 
Brahman (lit. lord of the worlds) with folded palms and 


» For angaharas see NS IV. 16 ff. Read mrdvahgahara for 
nrttahgd 5 in B. 2 For details on States see NS. VII. 

46- 47 (B. same ; G.44b-45). 1 naiyalahkara here may be taken also 

to mean natyalahkaras mentioned in NS. XXIV. 4-5. 

47- 50 (B.47-50a, G. 46-48). 1 B. and G. read some of tin names 

in a slightly different manner. 

50- 51 (B.50-51a, G.49). 1 One Svati has been mentioned in the 
Visnu P. Narada is also a well-known Puranic sage. He is mentioned 
as a musician in Bhagavata and Vayu P. See Vidyalankar, JK. sub voce. 

2 Ag. thinks gana in this connexion means the playing of stringed 
instruments and flutes. 

51- 53 (B.21b-68a, G.50-51). 
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said that the dramatic art (naiyn) has been mastered, and prayed 
for his command. 

The Banner Festival of India and the first production of a play 

53-55. On these words, Brahman said, A very suitable 
time for the production of a play lias come : the Banner Festival 1 
of Indra has just begun ; make use of the Natyaveda now on 
this occasion”. 

55-58. I then went to that festival in honour of Indra’s 
victory which took place after the Diinavas and the Asuras (enemies 
of the gods) were killed. In this festival where jubilant gods 
assembled in great numbers I performed for their satisfaction 
the holy 1 Benediction (nandi) containing blessings with words in 
their eightfold 2 aspects {astd/hga, lit. of eight limbs). Afterwards I 
devised an imitation of the situation in which the Daityas were 
defeated by gods (and), which represented [sometimes] an 
altercation and tumult and [sometimes] mutual cutting oft and 
piercing [of limbs or bodies]. 

The pleased gods reward Bharata’s party 

* 

58-01. Then Brahman as well as the other gods were pleased 
with performance and gave us all sorts of gifts 1 as a token 
of joy that Oiled their mind. First of all the pleased Tndra 


53-55 (B. 53b-55a ; G. 52-53). 1 This festival occurred on the 

twelfth day 0 f the bright half of the moon in the month of Blmdra, It was 
a very popular festival in ancient India- A£vaghosa mentions it in Lis 
kavyas. Mafia, a part of the compound dhmja-maha is simply a Pkt. 
m of the word makha meaning ‘sacrifice’ ; cf. Indra-wakha. 

55-58 (B. 55b-58a ; G. 54-56). 1 Veda-sammita (■ vcda-nirmita, G.) 
means ‘like the Veda’ i ’«?. ‘holy’. 

2 The eight aspects of words are noun (i noma ), verb (akhyhta), 
Particle ( nipaia ), prefix (upasargd), compound word (samasa), secondary 
suffix {taddhita), euphonic combination {sandhi), case-endings and verbal 
suffixes {vibhakti). S.ee NS. XV. 4. 

58-61 (B. 68b-61, G. 57-49). 1 Making gifts to dancers, singers 
and actors at a performance, is a very old custom in India. Such gifts wore 
made by rich members of the audience, while the common people enjoyed 

a 
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(Sakra) gave his auspicious banner, then Brahman a Kutilaka 2 
and Yaruna a golden pitcher ( blirngdra ), Surya (the sun-god) 
gave an umbrella, Siva Success (siddhi), and Vayu (the wind- 
o-od) a fan. Visnu gave us a lion-seat (simhcisana), Kuvera 
a crown and the* goddess Sarasvati gave visibility as well as 
audibility 3 . 

02-03. 1 The rest of the gods, and the Gandharvas, the 
Yaksas, the Baksasas and the Pannagas (Nagas) who were present 
in that assembly and were of different birth and merit, gladly gave 
my sons speeches suited to their different roles [in the play], States 
( bhavaf , Sentiments {rasa), [good physical] form, [proper] 
movement' [of limbs] and strength as well as beautiful ornaments. 

64-65. Now when the performance relating to the killing 
of the Daityas and Danavas began, the Daityas who came there 
[uninvited] instigated the Vighnas (malevolent spirits) with Viru- 
paksa as their leader, said, “Come forward, we shall not tolerate 1 
this dramatic performance.” 

66. Then the Vighnas (evil spirits) together with the Asuras 
resorted to supernatural power {mana) 4 nt * paralysed the speech, 
movement as well as memory of the actoi 


the performance without any payment. This old custom is now dying out 
under the influence of modern theatres which realise the price of the enter¬ 
tainment beforehand by selling tickets. 

2 Kutilaka.—Ag. takes it to means ‘a curved stick fit to be used 
by the Jester’. But he does not seem to be supported in this by the old, 
dramatic literature. In Kalidasa’s Malavi, however occur bhuangama- 
kuihla-dandakatlha and danrlakattha (ed. Pandit, Bombay, 1889, IV. 1<,0 
160). But it not clear from the context whether it belonged to the 
Jester. The NS. XXIJI. 167 170 describes probably this damJakasiha but 
does not connect it with the Jester. 

3 From now on the numbering of couplets is wrong in B. 

62-63 (B. same G. 60-61). 1 B. reads 63a as m 

2 For details on States see NS, VI. 

64-65 (B. same } G- 62-63). 1 na ksamisyamahe (nettham iccka- 

make, B). 

$6 (B. sam* | Cl? «*)• 











67-68. Seeing this injury to them, 1 Indra sat in meditation 
to, ascertain the cause of break in the performance and found 
out that, surrounded on all sides by the V ighnas (evil spiiits), 
the Director (sutradhai'a) together with his associates (actois) 
had been rendered senseless and inert. 

69-70. Then with eyes turning in anger he rose and 
took up that best banner staff (dhvaja), brilliant with all the 
jewels set in it. With this Jarjara Indra beat to death the 
Asuras and the Vighnas who were hanging about the stage [for 
mischief]. 

71-73. The Vighnas together with the Danavas having been 
slain, all the gods said in joy. “O [Bharata,] you have got a divine 
weapon with which all destroyers of a play have been made ja> jai a 
(beaten to pulp). Hence it will have the name of Jarjara. 1 

73-75. The remaining enemies too who may come to do 
violence to [actors] will fare like this.” lo the gods, Indra then 
said with pleasure, “Let it be so : this Jarjara will be the protection 
of all actors . ,f 

75- 76. [And afterwards], when the play was. ready and 
Indra’s festival continued in full force, the remaining Vighnas 
began to create terror for the actors. 

76- 78. Having noticed these attempts caused by the insult 
of the Daityas 1 I, along with my sons, approached Brahman [and 
said], “O the holy one and the best of gods, the Vighnas (the evil 
spirits) are determined to destroy this dramatic performance ; so 
enlighten me about the means of its protection.” 


67-68 (B. same ; 65-66). 1 tatra tesam sah (sulradharasya, B.G.). 

69-70 (B. same ; G. 67-68). 

71 . 7 'j ro 71.70 7 iu . a 69-70, 71b). 1 This is evidently an instance 

W.L », *.» (0.) 

but B. G. trifanretai ^ OT,: aod adda one lieml8fcicl1 as followe 

78-75 (B. 73 b- 75 , G. 72-78). 75-76 (B. 76, G. 74). 

76-78 (B. 77-78 ; G. 75-76). 1 Aaiiyanam {madarthe, B.) 
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78- 79. “O the high-souled one,” said Brahman then to 
Vigvakarman, 1 “build carefully a playhouse of the best type.” 

79- 81. After constructing it according to this instruction 1 
he (i.e. Vasvakarman) went with folded palms to Brahman’s court 
[apd said], “0 god, please have a look at the playhouse which has 
[just] been made ready.” Then Brahman, along with Indra and 

/all other good (lit. the best) gods, went to have a view of the 
playhouse. 

82-83. On seeing it Brahman said to the rest of gods, “You 
ought to co-operate in the protection of the playhouse in its several 
parts [apd of-the objects relating to dramatic performance] : Candra 
(the moon-god; to protect the main building; the Lokapalas 
(guardians of the words) its sides, the Maruts its four corners, 
Varuna the space [within the building], Mitra the tiling room 
(nepaihi/a), Agni its plinth 1 , clouds the musical instruments 2 , 
deities of four Colour-groups (»arna) a the pillars, the Adityas and 
the Rudras the space between the pillars, the Bhutas (spirits) the 
rows [of seats = dharani], the Apsarasas its rooms, the Yaksinis 
the entire house, the ocean-god the ground, Yama the door, the two 
Naga kings (Ananta and Vasuki) the two blades of the door 
( dvurapatra )* the Rod 5 of Yama the door-frame, Sivas Pike the 

top of the door. 

8§-93- 1 Niyati and Yama (mrtyio) were made two door¬ 
keepers, and Indra himself stayed by the side of the stage. In the 


78- 79 (B- 79 ; G• 77). 1 ViSvakarman is the architect of the gods, 

He is very frequently met with in the Puranas. There was also a Vedic 
deity of this name. See Vidyalaukar, JK. sub voce. 

79- 81 (B. 81-82 ; G. 79-80). 1 Krlva yalhoklam evam tu grjtam 

fiadmodbkavajfiaya . B. G. read in place of this hemistich a complete sloka. 

82-88 (B. 83-89a ; G. 81-87a). 1 Vedika rahga-vedtka ttttra tiksno’ 

> dhietfmtetyartkah (Ag. ; ). 

a bkan'ld itiinpuskare sopakamne (Ag.) 

8 Such deities are nowhore to be met with. 

* dvarapatra ( dvara-parsve G.). 5 See NS. III. 1-8 note 5. 

88-93 (B. 89b 98a ; G. 87b-92a). 1 B. reads a couplet between 91a 


and 91b. 
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Mattavarani was placed Lightning which was capable of killing 
Daityas, and the protection of its pillars was entrusted to the very 
strong Bhutas, Yaksas, Pi&cas and Guhyakas. In the Jarjara was 
posted Thunder (vajra) the destroyer of Daityas, and in its 
sections (pawn) were stationed the best and powerful gods. In the 
topmost section was placed Brahman, in the second Siva, in the 
third Visnu, in the fourth Kartikeya and in the fith great Nagas 
such as Sesa, VasukI and Taksaka.’ 

93-94. Thus for the destruction of the Vighnas, gods were 
placed in different parts of the Jarjara, aud Brahman himself 
occupied the middle of the stage. It is for this reason 1 that floweis 
are scattered there [at the beginning of the performance]. 

95. Denizens of the nether regions such as, the Y aksas, the 
Guhyakas and the Pannagas were employed to protect the bottom 
of the stage. 


96. Let Indra protect the actor who assumes the role of the 
Hero, Sarasvati 1 the actress assuming the role of the Heroine, 
Gnikarah 2 the Jester, and Siva the rest of the characters (<dramatis 
'personae). 


97. He (Brahman) said that the gods who were employed 
to protect it ( i. e. the play ) would be its guardian deities. 



Brahman pacifies the Vighnas 

98-99. In the meanwhile gods in a body said to Brahman, 
“You should pacify the Vighnas by the conciliatory method («8 mm). 
I his (method) is to be applied first, and secondly the making of 
gifts (dana) , and [these proving futile] one should afterwards create 


93-94 (B. 95b-96 ; G. 92b-93). 1 See NS. V. 74. 

95 (B 97 ; G. 94). 

96 (B, 98 ; G. 25). 1 Saras vati mentioned here seems to bo the 

V «hc goddess erf the same name- See Rk. 1,142.9 and JK. sub voce. 

2 Omkrara as a deity is very rarely to be met with. 

97 (B. 99 ; G. 96), 
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dissension [among enemies], and this too proving unsuccessful 
punitive force (clanda) should be applied [for curbing them 1 ]. 

100. Hearing these words of the gods, Brahman called the 
evil spirits and said, “Why are you out for spoiling the dramatic 
performance ?” 

101-103. Questioned thus by Brahman, Virupaksa 1 
together with the Daityas and the Viglmas, said these conciliatory 
words ; ‘‘The knowledge of the dramatic art ( natyaveda ) which you 
have introduced for the first time at the desire of the gods, has put 
us in an unfavourable light, and this is done by you for the sake of 
the gods.; this ought not to hove not been done by you who is 
the first progenitor (lit. grand-father) of the world, from whom 
came out alike gods as well Daityas.” 

104-105. These words being uttered by Virupaksa, 1 
Brahman said, ‘Enough of your anger, O Daityas, give up your 
grievance (lit. sorrow), £ have prepared this Natyaveda which will 
determine the good luck or ill luck of you as well as of the gods, 
and which will take into account acts and ideas of you as well as 

of the gods. 

Characteristic of a drama 

10(3- In it (ndtya) there] is no exclusive representation of 
you or of the gods : for the drama is a representation of the state 
( bhavanulcirtana) of the three worlds 1 -. 

107. [ In it ] sometimes there is [reference to] duty, some¬ 
times to games, sometimes to money, sometimes to peace, and 

98-99 (B. 100-101 ; G. 97-98). 1 4 his is an ancient Indian political 

maxim. 

100 (B. 102 ; G. 99). 

101-103 (B. 103-105 ; G.100-102). 1 This name occurs in Ram. and 

Mbh. and in some Puranas, but none can be identified with VirQpaksa 
mentioned here. See Vidyalankar, JK. sub voce. 

104-105 (B- 106-107 ; G. 103-104). 1 For Virnfiaksa, B. reads 

yighndndtn. 

106 (B. 108 ; G. 105). 1 A. K. Coomaraswamy has freely translated 

106-109. (See MG*, New York, 1936, pp. 16-17). 

107 (B. 109 ; G. 106). 
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sometimes laughter is found in 
love-making and sometimes killing 


it, sometimes 
[of people]. 


fight, sometimes 


108-109. This teaches duty to those bent on doing their 
duty, love to those who are eager for its fulfilment, and it chastises 
those who are ill-bred or unruly, promotes self-restraint in those 
who are disciplined, gives courage to cowards, energy to heroic 
persons, enlightens men of poor intellect and gives wisdom to the 
learned 1 . 


110. This gives diverson to kings, and firmness [of mind] to 
persons afficted with sorrow, and [hints of acquiring] money to 
those who are for earning it, and it brings composure to persons 
a gitated in mind. 


111-112. The drama as I have devised, is a mimicry 1 of 
actions and conducts of people, which is rich in various emotions, 
and which depicts different situations. This will relate to actions 
of men good, bad and indifferent, and will give courage, amusement 
. and happiness as well as counsel to them all. 

113. The drama will thus be instructive 1 to all, through 
actions and States (bliaca) depicted in it, and through Sentiments, 
arising out of it. 

114-115. It will [also] give relief to unlucky persons who 
are afflicted with sorrow and grief or [over]-w r ork, and will be 
conducive to observance of duty (d/mr/au) as well as to fame, long 
life, intellect and general good, and will educate people. 

116, There is no wise maxim, no learning, no art or craft, 
no device, no action that is not found in the drama (aotya). 

108-109 (B. 110-111; G. 107-101). 1 All these lay stress on the 
educative aspect of dramatic performances. 

HO (B. 112 ; G. 109). 

111-112 (B. 113-114 ; G. 110-111). 1 Aristotle also brings in ‘imita¬ 
tion to explain poetry and drama (See Poetics). 

113 (B. 115 ; G.112) 1 See above 108-109 note. 

114-115 (B. 110-117 i G* 118-114). 

110 (B. U8 | G. 115). 
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117-118. Hence I have devised the drama in which meet 
all the departments of knowledge, different arts and various actions. 
So [O Daityas] you should not have any anger towards the gods ; 
for a mimicry of the world with its Seven Divisions (sapta dvipaJ. 
has been made a rule of, in the drama. 

110. x Stories taken out of Vedie works as well as Semi- 
historical Tales ( itihasa ) [so embellished that they are] capable of 
giving pleasure, is called drama ( nalya ). 

120. *A mimicry of the exploits of gods, Asuras, kings as 
well as house-holders in this world, is called drama. 

121. And when human nature with its joys and sorrows, is' 
depicted by means of Kepresentation through Gestures, and the like 
(i e. Words, Costume and Temperament or sattva .) it is called 
drama.” 

Offering Puja to the gods of the stage 

122-123. The Brahman said to all the gods, “Perform duly 
in the playhouse a ceremony ( yajana) with offerings, Homa, 1 
Mantras (sacred) plants, Japa 9 : and the offerings in it should 
consist of eatables hard as well as soft ( bhoiya and bhalcsya 4 ) 

124. Thus this .Veda (i e. this Natyaveda) will have a 


117-118 (B. 119-120 ; G. 116). 1 According to the Puranic geography 
the world was divided into seven continents such as Jambu, Plaksa, Salmali, 
Kiria, Krauf.ce, 8aka and Puskara. Each of these continents was further 
subdivided into nine regions, and Bharata (India) is a region of the Jamba 
continent. 

119 (123b-124b ; G. 119). 1 B. reads one couplet more after this. 

120 (B. I2lb-I22a ; G. 117). 1 We read 120b as krtrmukanam lokc 
natyam etad bhavinyati, but B. G. differently. 

121 (B. I22b-I28a ; G. 118). 

122-123 (B. 125b-l27a ; G. 120-121). 1 offering oblations to 

gods by throwing ghee into the consecrated fire. 

8 mantra —formula of prayer sacred to any deity. 

8 japa —repeating a mantra or muttering it many times. 





happy adoration of the world. A dramatic spectacle (pu'lsa) 
should not be held without offering Puja" to the stage. 


125. He who will hold a dramatic spectacle without offering 
the Puja, will find his knowledge [of the art] useless, and he will be 
reborn as an animal of lower order ( tivyag-yoni •). 

126. Hence [producers of a play] should first of all offer by 
all means, Puja to the [presiding] deity of the stage, which is 
similar to the [Vedic] sacrifice. 

127. The actor (nartaka) or his wealthy patron (artliapati) 
who does not offer this Puja or does not cause it to be offered, 
will sustain a loss. 

128. He who will offer this Puja according to the rules and 
the observed practice, will attain auspicious wealth and will [in the 
end] go to heavens.” 

129. Then Brahman with other gods said to me, “Let it be 
so, offer Puja to the stage.” 

Here ends Chapter I of Bharata’s Natyasastra, 
which treats of the Origin of Drama- 


124 (B,l?7b-I28a ; G.122). 1 prekm Pali pekkha occurring in Sikkha- 
Padas (c. 600 B.c.). 

3 Puja —worshipping a deity with flowers, sweet scent, incense, 
ftiusic and offering of eatables* 

125 (B.128b-129a, G.123). 126 (B.129b-130a, G.124). 

127 (B.130b-131a, G.125). 128 (B.18lb-132a, G.126). 

129 (B.l32b-l33, G. 127). 
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CHAPTER TWO 

DESCRIPTION OP THE PLAYHOUSE 


Introduction 


1-2. On hearing Bharata’s words, the sages said, “0 the holy 
one, we would like the hear about the ceremony relating to the 
staged And how are the men of future to offer Puja in the 
playhouse or [ to Icnovv about] the practices related to it, or its 
accurate description ? 

3. As .the production of a drama begins with the playhouse, 
you should [first >£ all] give us its description.” 


The three types of the playhouse 


4. On hearing these words of the sages, Bharata said, 
“Listen, O sages, about the description of a playhouse 1 and of the 
Puja to be offered in this connexion. 

5-G. 1 Creations of gods [observed] in houses and gardens' 2 . 


1- 2 ((B.G. same). 1 rai'iga here means ‘the stage/ It may also mean 

the auditorium as well as the spectators sitting there. So Kalidasa Writes ; 
wtf vs 1 : Sak. I. 4. 2. 3 (B. G. same)* 

(B.G. same). 1 Except the cave (c. 200 B. C.) in the Ramgarh 
hill suspected by Th. Bloch (Report of the Archaeological Survey of 
India, 1903-4, pp. 123 ff) to have been the remains of a theatre, there is no 
other evidence of the existence of a playhouse in ancient India. From 
the description of the playhouse in the present chapter we learn that it was 
constructed with brick walls and wooden posts probably with a thatched 
bungalow roof. The sajngidasala (samgitasala) mentioned by Kalidasa in 
his Malavi. was possibly something like a playhouse (0 natyamanfapa ). 
Large open halls called nalmandir often found in front of more recently 
built temples in Bengal and the neighbouring provinces may ^ be 
connected with the extinct playhouse. This nU-mandir or nai-salu 
is often met with in the medieval Bengali literature. 

2- 6 (B.G. same)- 1 Between the two hemistichs of 5, B reads one 
more hemistich. 

* This is the reason why no description of a playhouse suitable for the 
gods has been given in the N& 





description op the playhouse 


19 


are the outcome of their [mere] will but mens [creative] activity 
should be carefully guided by rules [laid down in the Sastras]. 
Hence, listen about the method of building a playhouse and of the 
manner of offering Puja at the site [of its construction] 

7- 8. There are three types of playhouse devised by the 
wise Visvakarman [the heavenly architect] in the treatise on his 
art {sastra). They are oblong (vikrsta) 2 square (caturasra) and 
triangular (t rtjasra). 

The three sizes of the playhouse 

8- 11. Their sizes vary : they may be large middle- 

sized (ynadhya) and small (warn) 1 . 1'he length (lit. measurement) 
of these [three types] fixed in terms of cubits as well as Dandas, is 
one hundred and eight, sixtyfour or thirtytwo. They should 
[respectively] have [sides] one hundred and eight, sixty lom and 
thirtytwo [cubits or Dandas] 3 long. The large playhouse is 
meant for gods 4 and the middle-sized one for kings, while lor the 
rest of people, has been prescribed the smallest [theutie] 


7- 8 (B.G. same). 

8- 11 (B.G. same). 1 Some are of identifying the oblong, the square 
a nd the triangular types respectively with the large, the middle-sized 
and the small playhouses, but Ag. very rightly objects to tins. He says, 

i vsm faafafa ^ w, * : 

According to Ag.’s view there will be the following nine types of playhouse: 
(i) large oblong (ii) large square, (iii) large triangular, (iv) medium oblong 
(v) medium square, (vi) medium triangular, (vii) small oblong, (vm) sniah 
square and (xi) small triangular. For a free translation of the passages in 
this chapter (8, 17,19, 24-28, 33-35, 43-53, 63, 68 69-92) relating to the 
construction of the playhouse see D. R- Mankad, "Hindu Theatre m IHQ: 
VIII. 1932. pp. 482 ff. , _ .. 

2 They i.e. the large, the middle-sized and the small. 

3 As the measurements described are both m terms of cubits ami 
*an<}as (4 cubits), eighteen kinds of playhouse will * available. 

4 Ag. (I. p.51) thinks that by gods, kings and other peop es mentioned 

in this passage characters in a play have been meant. But this view dm* 

not seem to be plausible. So the other view, mentioned by him, which 
takes gods and kings etc. as spectators may be accepted. 

5 After this, B. reads three couplets which go rightly between 20 and 

^4. Q-. also holds the same view* 
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The table of measurement 


12-16. Listen now about the measurement of all these 
theatres, which has been fixed by ViSvakarman. Units of these 
measurements 1 are : Arm, Raja, Bila, Liksa, Yuka, Yava Ahgula 
cubit ( hasta) and Danda. 


1 Raja 
l Bala 
1 Liksa 
1 Yuka 
1 Yava 
1 Ahgula 
1 cubit 
1 Danda. 


8 Anus 
8 Rajas 
8 Balas 
8 Liksas 
8 Yukas 
8 Yavas 


24 Ahgulas 
4 cubits 


With the preceding table of measurement I shall describe 
them (i»a. the different classes ot playhouse). 


The playhouse for mortals 


17. An [oblong] playhouse meant for mortals 1 should be 
made sixtyfour cubits in length and thirtytwo cubits in breadth. 


Disadvantage of a too big playhouse 


18-19. No one should build a playhouse bigger than the 
above ; for a play [produced] in it (ie. a bigger house) _ will not be 
properly expressive. For anything recited or uttered in too big a 
playhouse will be losing euphony due to enunciated syllables being 
indistinct 1 [to spectators not sitting sufficiently close to the stage]. 

20. [Besides this] when the playhouse is very big, the ex¬ 
pression in the face [of actors] on which rests the Representation 

12-16 (B. 15-19, G. same). 1 The table of measurement given here 
agrees substantially with the one given in the Artha^astra of Kautilya (see 
IHQ, VIII. p- 482 footnote). 

17 fB 20 O. same). 1 A medium oblong playhouse is meant heie. 
B B in detail Ur » See M 4M* 68-65 below. 

18-19 (B. 21-22, G. same). 1 anahhivyakta-varmhad- B. read* 
anihsarana-dkarmatvad. In spite of Ag-'s acceptance of this reading, it 
may not be considered genuine. 
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of States and Sentiments, 1 will not be distinctly visible [ to all the 
spectators ]. 

21. Hence it is desirable that playhouses should be of 
medium size, so that the Recitatives as weU as the songs in it, may 
be more easily heard [ by the spectator ]• 

29-^3 Creations of gods [ observed ] in houses and gardens 
arc the outcome of their [mere] will, while men are to make careful 
efforts in their creation ; hence men should not try to rival the 
creation of gods. 1 I shall now describe the characteristics of a 

[ play ] house suitable for human beings. 

Selection of a suitable site 

24 The expert [ builder ] should first of all examine a plot 
of land 'and then proceed with a good resolve to measure the site 
of the building. 

25. A builder should erect a playhouse on the soil which 
is plain, firm, hard 1 , and black or' 2 white. 

20. It should first of all be cleared and then scratched with 
a plough, and then bones, pegs, potsherds in it as well as grass and 
shrubs growing in it, are to be removed. 

Measurement of the site 

27a. The ground being cleared one should measure out 
[ the building site ]. J __ 

20 (B 24, G 21). 1 rngo bhavastsli-rasasrayak. 

21 (B. 24, g” 21). 1 After this B. G. road two more couplets. 

22-23 (B. 27 - 28 , G. 24-25). 1 That is, mortals (men) should not 

build a playhouse of the biggest type which has been proscribed for gods. 

24 (B. 29, G. 26). 

25 (B. 30, G. 27). 1 Ag. thinks kathina ^means anusara (-fertile). 

2 According to Ag. the second ca means ‘or’. 

26 (B. 31, G. 28). . , j n u 

27a <B, 82a, G. 29a>. ‘ This hemistich IS followed .«■ and G. by 

one couplet which in tr.ns.is* follows ilhe*teri*o. llttaiwphalgum 
Uttarasidha (Tau SaeMan, , Utanibhadenpada 
*»*.). MfgaSiras UM ^OrioM, ViSakha ttsvat. (*». 

‘mm), {Conti), TmMntU<‘-C< inc ri) and Am.radlm (Della-Sco#,,) 

are favourable in connexion with drama. 
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27-28. Under the asterism Pusya ( Gancri ) he should spread 
[ for measurement ] a piece of white string which may be made of 
cotton* wool, MuBja grass or bark of some tree. 


Taking up the string 


28-31. Wise people should prepare for this purpose a string 
which is not liable to break. When the string is broken into two 
[ pieces ] the patron 1 - [ of the dramatic spectaq'e ] will surely die. 
When it is broken into three a political disorder will occur in the 
land, and it being broken into four pieces the master of the 
dramatic art 2 will perish, while if the string Slips out of the hand 
some other- kind of loss will be the result. Hence it is desired 
that the string should always be taken and held with [ great ] care. 
Besides this the measurement of ground for the playhouse should 
be carefully made. 

32- 33. And at a favourable moment which occurs in a 
( happy ) Tithi 1 during its good part ( su-karana ) 3 he should get 
the auspicious day declared after the Brahmins have been satisfied 
[with gifts]. Then he should spread the string after sprinkling on 
it the propitiating water. 3 

The ground plan of the playhouse 

33- 35. Afterwards he should measure a plot of land sixty- 
four cubits [ long J x and divide the same [ lengthwise ] into two 
[equal] parts. The part which will be behind him {ie. at his back) 
will have to be divided again into two equal halves. Of these 
halves one [ behind him ] should be again divided equally into two 
parts, one of which will be made the stage ( ranga-slrsa) and 
the pail at back the tiring room ( nepathya ). 


27- 28 (B. 33b-44a, G. 30b-31a). 

28- 31 (B. 34b-37, G. 3lb-34). 1 svaminah^prckyifriiek, Ag. 

2 prayoktur= nalyacaryasya. (Ag.) 

32- 33 (B. 28-39a, G. 35). 1 tithi— a lunar day. 

2 karana —a half of a lunar day, see below 43-45 note. 

* G. omits 33a. 

33- 35 (B. 32b-41a, G. 36-37). 1 Bee 17 above and the note 1 on it. 


* 
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35-87. Having divided the plot of land according to rules 
laid down before, he should lay in it the foundation of the play¬ 
house. And during this ceremony [of laying the foundation] all 
the musical instruments such as, conchshell, Dundubhi 1 Mrdanga 2 3 
and Panava* should be sounded. 

37- 38. And from the places for the ceremony, undesirable 
persons such as heretics including Sramanas 1 , men in dark red 
( Jtmaya ) 4 * * * 8 robes as well as men with physical defects, should be 
turned out. 

38- 30. At night, offerings should be made in all the ten 
directions [to various gods guarding them) and these offerings 
should consist of sweet scent, flowers, fruits and etablcs of various 
other kinds. 

39- 41. The food-stuff offered in the four [cardinal] direc¬ 
tions oast, west, south and north, should respectively be of white, 
blue, yellow and red colours. Offerings preceded by [the muttering 


35-37 (B. 41b-43a, G. 38-49). 1 dundubhi -a kind of drum. 

3 mrdahga —a kind of earthen drum. 

3 panavi —a 9 mail drum or tabor. 

37- 38 (B.43b-44a, G,40). 1 pdsamja —This word has a very curious 

history, Derived originsly from pctrsudu (moaning assembly or 
community’) its Pkt. from was *passada or *passada or pasaja. The 
form pusarla with spontaneous nasalization of the second vowel gave rise 
toASokan ‘ Pasamda (Seventh Pillar Edict, Delhi-Topra), which is the 
basis of Skt. pasanda in the sense of ‘heretic’. It may be mentioned here 
that in ASokan Pkt! the word meant simply a ‘community’ and not a ‘hereti- 
C »1 community’. One of the very early indications of'disfavour to heretics 

to be found in the fourth book (ch. 18) of the Visnu P. See Winter nit*, 
V °b I. p. 551. 

3 B. reads gramma, but G. sraMana-, the word means .Tain monks, 
8(1 e M XVm 3« note.'2. 

8 kaxciya- 71 as ana —men in kusdyu or robeofdaik red colur ; such 
People being Buddhist monks who accepted the vow of Celebftcy, weiv 
considered an evil omen, for they symbolised unproductive and want of 
Wor< ily success etc. See also NS. XVIIt, 36 note 8. 

38- 39 (B. 44 b- 45 a, G. 41). 39 * 41 (B.4Sb-4?a, 8.42-48). 






ofj Mantras should be made in [all the ten] different directions to 
deities presiding over them. 

41*42. At [the time of laying] the foundation ghee 1 and 
Pay as a 2 should be offered to Bvahmins, Madhuparka 8 to the king, 
and rice with molasses ( guda ) to masters [of dramatic art.]. 

42- 43. The foundation should be laid during the auspicious 
part of a happy Tithi under the asterism Mula (Lambda-Scorpionis). 

Raising pillars of the playhouse 

43- 45. After it has been laid, walls should be built and 
these having been completed, pillars within the playhouse should be 
raised in an [auspicious] Tithi and Karana which are under a good 
asterism. This [raising of pillars] ought to be made under the 
asterism Rohini ( Aldeberan ) or Bravana ( Aqnillx ) [which are 
considered auspicious for the purpose]. 

45-10. The master [of dramatic art], after he Has .fasted for 
three [days and] nights, is to raise the pillars in an auspicious 
moment at dawn. 


41- 42 (B.47b*48a, G44). 1 ghee— clarified butter. 

■ payasa— rice cooked in milk with sugar. It is a kind of rice- 

i porridge. # 

3 madhuparka —‘a mixture of honey’ ; a respectful offering prescribed 
to be made in Vedic times, to an honourable person and this custom still 
lingers in ceremonies like marriage. Its ingredients are five ; curd (dadhi) 
ghee (sarfiis), water (jala) honey {kmudra) and white sugar (sita). 

42- 43 (B.48b-49a. G.45). 

43 - 45 (B. 49b-51a, G. 46-47). T karana— half of the lunar day 
(tithi). They are eleven in number viz— (D vava, (2) valava, 
(3) kaalava, (4) taihla, (5) gar a. (6) vamja, (7) visit, (8) sakum,, 
(9) cuiuspada, (10) naga and (11) kmlughna , and of these the first seven 
and counted from the second half of the first day of the sukla-paha (bright 
half of the moon) to the first half of the fourteenth day of the’ krfia-paksa 
(dark half of the moon)- They occur!eight times in a month. The remain¬ 
ing karanaS occur in the remaining duration of tit his and appear only 
once in a month* See Surya-siddhanta— II. 67-68. 

45-46 (B«51b-52a, G, 41). 






-II. 57 ] 


DESCBIPTION OF THE DEAMA 


25 


40-50. 1 In the beginning, the ceremony in connexion with 
the Brahmin pillar should be performed with completely white,® 
articles purified with ghee and mustard seed, and in this ceremony 
Payasa should be distributed [to Brahmins]. In case of the 
Ksatriya pillar, the ceremony should be performed with cloth, 
garland and unguent which should all be of red* colour, during 
the ceremony rice mixed with molasses (guda) should be given to 
the twice-born caste. The Vai^ya pillar should be raised in the north¬ 
western direction of the playhouse and [at the ceremony of its 
raising] completely yellow 4 articles should be used and Brahmins 
should be given rice with ghee. And in case of the f-udia pillei, 
which is to be raised in the north-eastern direction, articles used in 
offering should all be of blue* colour, and the twice-born caste 
should be fed with Krsara. 

50-53. First of all in case of the Brahmin pillar, white 
garlands and unguent as well as gold from an ear-ornament should 
he thrown at its foot, while copper, silver and iron are^ lespectively 
to be thrown at the feet of the Ksatriya, \aisya and Siidia pillais. 
Besides this, gold should be thrown at the feet of the test [of 
pillars], 

53- 54. The placing of pillars should be preceded by the 
display of garlands of [green] leaves [of mango trees around them], 
and the utterance of ‘Let it be well’ (svasti) and ‘Let this be an 
auspicious day’ ( punyaha ). 

54- 57. After pleasing the Brahmins with considerable 
(malpa) gift of jewels, cows and cloths, pillars should be raised 

46-50 (B.52b-56a, G.50-53). 1 Before 46, G. reads on the strength 

of a single ms. one couplet as follows : ™ ^ 

^ qg ^ 3 * umn 11 This interpolation seems to lecoul 

the tradition that the pillars should be wooden. 

2 white-symbol of purity and learning, associated with the Brahmins 

8 red symbol of energy and strength, associated with the Ksatriyas. 

4 yellow-symbol of wealth (gold), associated with the Valyas. 

s blue-symbol of non-Aryan origin associated, with the. Sudras. 

50-53 (B.56b-58a, G.54-56). 53 ' 54 (B.59b-60a, G. 57). 

4 
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[in such manner that] they do neither move nor shake nor tur 
round. 1 Evil consequences that may follow in connexion with 
the raising of pillars, are as follows : when a pillar [after it has been 
fixed] moves drought comes, when it turns round fear of death 
occurs, and when it shakes fear from an enemy state appears. 
Hence one should raise a pillar free from these eventualities. 

58-60. In case of the holy Brahmin pillar, a cow 1 should 
be given as fee (dahsina) and in case of the rest (of the pillars] 
builders should have a feast. And [in this feast foodstuff] 
purified with Mantra should be given by the wise master of the 
dramatic art (naliiacarya). Then he should be fed with Krsara 2 
and salt. 



60-63 After all these rules have been put into practice 
and all the musical instruments have been sounded, one should 
raise the pillars with the muttering over them of a suitable Mantra 
[which is as follows] : ‘Just as the mount of Meru is unmoved 
and the Himalaya is very strong, so be thou unmoveable and 
bring victory to the king.’ Thus the experts should build up 
pillars, doors, walls and the tiring room, according to rules. 


The Mattavaranl 


63-65. On [each] side of the stage (rahgapliha) should be 
built the Mattavaranl 1 and this should be furnished with four 
pillars and should be equal in length to the stage (rahcjcipitha) 

54-57 (B.56b-63; G.58-61a). 1 avalitam (B. acalitan )—Though Ag. 

ia supposed to read acalitam he interprets it correctly as valaya- 
krtyddina parivarlanam yasya karaniyam na bhavati{l . p. 60). 

58-60 (B.64-66a, G.6lb-68). 1 This kind of payment is probably a 

relic of tne time when there was no metallic currency. 

a krsara is made of milk, eesamum (tila) and rice. Campare this 
word with NIA. khicadi or khicud.i (rice and peas boiled together with 
a few spices). 60-63 (B.66b-69a, G.64-66). 

63-65 (B.69b 71a, G.67-68). 1 matta-varani —The word does not 

seem to occur in any Skt- dictionary. There is however a word mattavarana 
meaning ‘a turret or small room on the top of a large buildiug, a veranda, 
a pavilion’. In Ksirasva min’s commentary to the AmarakoSa, matta¬ 
varana has been explained as follows : mattulambopasrayah syut pragrivo 
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and its plinth should be a cubit and a half high 3 . And the 
plinth of the auditorium (rakgamandala) 3 should be equal in 
height to that of the two [Mattavaranis]. 

65-67. At the time of building them (the two Mattavaranis) 
garlands, incense, sweet scent, cloths of different colour as 
well as offerings agreable to [Bliutas] should be offered [to them]. 

And to ensure the good condition of the pillars, one should 
put a piece of iron below them and Brahmins should be given 
food including Krsara. The Mattavaranis should be built up 
after observing all these rules. 


The stage 


68. Then one should construct the stage (raghapltha) * 1 2 





mattavaranah (see Oka’s ed. p. 50). This is however not clear. Matt a- 
varan ay or varan rlaka mentioned in Subaudlm s Vasavadatta (ed. Jivananda, 
1>- 33) is probably'connected with this word. Sivarama Tripathi explains 
these words as follows : irataw** 1 ti 

1 Hfei ftffl «l a II This also does not give any clear 

idea about mailavarana or mattavaranayor varantjaka. < But the word 
matlavarani may be tentatively taken in the sense of ‘a side-room’. Ag. 
seems to have no clear idea about it. On this he (L PP- 64-65) says: 

^5^ A Dictionary of Hindu Architecture, by 1. K. Achaija 

Allahabad. 1927) does not give us any light on this term. 

2 According to a view expressed in the Ag. (I. P- 62) the plinth of the 
matlavarani is a cubit and a half higher than that of the stage-*«s»mitsa 

**ql3TThwt whswfou* The plinth of the audi¬ 

torium is also to be of the same height as that of the mattavarani. But 
nothing has been said about the height of too plinth of the tiring room. 
From the use of terms like rahgavalarana (descending into the stage) it 
would appear that the plinth of the tiring 1 room too, was higher than the 
stage. Weber however considered that the stage was higher. Indische 
Studien, XIV. p. 225 Keith, -Skt. Drama, p. 360; of. Levi, Tluhltro iiidicn, 


’• 374, ii. 62. 

3 B. reads rahgamtindapam 
18 the correct?reading. 


instead of rangamamjalam (G) which 
65-67 (B.71b-73, G.69-7la). 


68 (B 74, G 71b-72a). 1 Some scholars following Ag. are in favour 

of taking rai’eapdha and rangasirsa as two different parts of the play¬ 
house (see D.R Mankad, ’'Hindu Theatre” in IHQ. VIIL 1932, pp. 480 if. 
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'fter a due performance of all the acts prescribed by rules, and thet 
'stage (' mngaslrsa ) should include six pieces of wood. 

69-71. The tiring room (nepathya) should be furnished 
with two doors 1 . In filling up [the ground marked for the stage] 
the black earth should be used with great care- This earth is to 
be made free from stone chips, gravel and grass by the use of 
a plough to which are to be yoked two white draught animals, 
Those who will do [the ploughing] work should be free from 
physical defects of all kinds. And the earth should be carried 
in new baskets by persons free from defective limbs. 


72-74 Thus one should carefully construct the plinth of 
the stage (rawgaslrsa) 1 . It must not be [convex] like the back of 
a tortoise or that of a fish. For a stage (rahgapltha) the ground 
which is as level as the surface of a mirror, is commendable. 
Jewels and precious stones should be laid underneath this 
(rangaslrsa) by expert builders. Diamond is to be put in the 
east, lapis lazuli in the south, quartz in the west and coral in 
the north, and in the centre gold. 


Decorative work in the stage 


75-80. The plinth of the stage having been constructed 
thus, one should start the wood-work which is based on a carefully 
thought out ( uha-pratyuha-sami/ulcta ) 1 [plan], with many artistic 


and IX. 1933 pp. 973 ff. ; V. Raghavan, "Theatre Architecture in Ancient 
India", Tiiveni IV-VI, (1931,1933) also "Hindu Theatre”, IHQ. IX. 1933. 
pp. 991 IT. I am anable to agree with thorn. For my arguments on this 
point see "The Hindu Theatre” in IHQ. IX. 1933 pp. 591 ff. and “The 
NS’ and the Abhinavabharati” in IHQ. X. 1934 pp. 161 ff 

69-71 (B.75-77, G 72b-75a). 1 On this point the Hindu Theatre has 

a similarity with the Chinese theatre. See AK. Ooomaraswamy, "Hindu 
Theatre” in IHQ. IX. 1933. p. 594. 

72-74 (B. 78-80, G.75b-78a). 1 See note 1 on 68. If rangaslrsa and 

rahgap\{ha are taken to mean two different parts of the playhouse the 
interpretation of the passage will lead us to unnecessrry difficulty. 

75-80 (B. 80-86a, G.78b-83). 1 uha and pratyuha may also be taken 

as two architectural terms (see Ag. I. p. 63). 
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pieces such as decorative designs, carved figures of elephants, 
tigers and snakes- Many wooden statues also should be set 
up there, and this wood-work [ should ] include Niryuhas 2 , 
variously placed mechanized latticed windows, rows ( dharanl ) 
of good seats, numerous dove-cots and pillars arised in different 
parts of the floor 3 . And the wood-work having been finished, 
the builders should set out to finish the walls. No pillar, bracket 4 , 
window, corner or door should face a door 1 . 


80-82. The playhouse should be made like a mountain 
cavern 1 and it should have two floors 2 [ on two different levels ] 
find small windows ; And it should be free from wind and should 
have good acoustic quality. For [ in such a playhouse ] made 
free from the interference of wind, voice of actors and singers as 


3 niryuha is evidently an architectural term, but it docs not seem to 
have been explained clearly in any crtant work- Ag.s explanation does not 
give us any light. 

3 In the absence of a more detailed description of the different parts 
of the wood-work, it is not possible to have a clear idea of them. Hence 
our knowledge of the passage remains incomplete till such a description is 
available in some authentic work. 

1 nagadanta means 'a bracket’. The word occurs in Vatsyayana's 
Kamasutra, ( nagadantavasakta, vina, I. 5.4 \ 

■’ On this passage Ag. (1. p. 64) says : Pi 

80-82 (B. 85b, 89a, G. 84-85). 1 The pillars of the playhouse being 

°f wood, the roof was in all probability thatched, and in tho forms of a 
Pyramid with four sides. Probably that was to give it the semblance 
°f a mountain cavern. 

2 The two floors mentioned here seem to refer to floors of different 

heights which the auditorium, mattavarani and t he stage had. See 63-65 
above and note 2 on it. According to some old commentators dvifbhxmi 
indicated a two-storied playhouse while others were against such a sugges¬ 
tion. Ag. (I. p. 64) says : i f fau I 
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well as the sound of musical instruments 8 will be distinctly 
heard 1 . 

82-85. The construction of walls being finished, they should 
be plastered and carefully white-washed. After they have been 
smeared [ with plaster and lime ], made perfectly clean and 
beautifully plain, painting should be executed on them. In this 
painting should be depicted creepers, men, women, and their 
amorous exploits 1 . Thus the architect should construct a play¬ 
house of the oblong ( vilcrsta ) type. 

DescriptiOu of a square playhouse 

86-92. Now I shall speak of the characteristics of that of 
the square ( caturasra ) x type. A plot of land, thirty two cubits in 
length and breadth, is to be measured out in an auspicious moment, 
and on it the playhouse should be erected by experts in dramatic 
art. Rules, definitions and propitiatory ceremonies mentioned 
before [ in case of a playhouse of the oblong type ] will also 
apply in case of that of the square type. It should be made 
perfectly square and divided into requisite parts 2 by holding 
the string [ of measurement ], and its outer walls should be made 
with strong bricks very thickly set together. And inside the 
stage and in proper directions [ the architect ] should raise ten 


3 kutapa —This word is explained by Ag. differently in different 
parts of his comm. Once (I. p. 73) he says • si^ c t1hffT aud 

next time too (I. p. 186) he says mem, but in another olace 

(I. p. 65) he say gq?: and this latter view seems to have 

been repeated in I. p. 214. The first view seems to give the correct inter¬ 
pretation. 

£ After B.87, B. repeats 19 (B.22) unnecessarily. 

82-85 (B. 89b-92, G.86-89a). 1 atmabhogajam literally means f due 

to self-indulgence or enjoyment of the self’. Compare with this description 
the decorative paintings in the Ajanta caves- 

86-92 <'B.93-99a, G.89b-95), 1 Caturasra gives rise to NIA. cauras 

or Coras. 

2 The exact nature of this division is not clear from the passage. 
The view expressed by Ag. (I. p.‘66) on this point does not seem to be 
convincing. 
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pillars 3 capable of supporting the roof. Outside the pillais, 
seats should be constructed in the form of a staircase by means 
of bricks and wood, for the accommodation of the . spectators. 
Successive rows of seats should be made one cubit higher than 
those preceding them, and the lowest row of seats being one cubit 
higher than the floor. And all these seats should overlook the 
stage. 


92-95. In the interior of the playhouse six more strong 
pillars capable of supporting the roof should be raised in suitable 
positions and with [ proper ] ceremonies (i. e. with those mentioned 
before). And in addition to these, eight more pillars should be 
raised by their side. Then after raising [ for the stage or 
rahgapitha ] a plinth eight cubit [ square, more ] pillars should be 
raised to support the roof of the playhouse, lliese [pillais] should 
be fixed to the roof by proper fasteners, and be ^decorated with 
figurines of Svoraan-with-a-tree’ ( salastri—sal'abhanjika ). 

95-100. After all these have been made, one should care¬ 
fully construct the tiring room ( nepathya ). It should have one 
door leading to the stage through which persons should enter with 
their face towards [the spectators] There should also bo a second 
door facing the auditorium ( rahga ). The stage [ of the square 
playhouse should be eight cubits in length and in breadth. 
It should bo furnished with an elevated plinth with plain 
surface, and o'- Mattavarani should be made accoiding to the 
measurement presci. 1 before ( i. e. in case of the oblong type of 


* The position of these ten pillars and others mentioned afterwards 
is not clear from the t rt. Whatever is written on this point in Ag. a 
commentary is equally difficult t understand. Those who are interested 
in the alleged view of Ag., may be referred to articles of D. R. Man,.ad 
an d V. Raghavan (loc. cit • ). 

92-95 (B.99b-102a, Q-.96-98). 1 scilastri = »ala-bhahjika (see A. K. 

Coomaraswamy, 'The Women and tree or Salabha ijika in Indian literature 
in Acta Orientalia, vol. VIL, also cf. this author's Yaksas, 1 art II. p. H. . 

95-100 (B.108H07, G.99-104). 1 Both the sides are meant There 
should be two mattazwams as in the case of an oblong medium 
(vtfa'sta-ffladhyayi )layhouse described before (17* 32,-35). 
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playhouse ). The Mattavarani should be made with four pillars 
by the side 1 of the plinth [ mentioned above ]. The stage 
should be either more elevated than this plinth or equal to it 
in height. In case of a playhouse of the oblong ( vikrsta ) type, 


it should be higher than the stage, whereas in a playhouse 
of the square type it should have a height equal to that of the 
stage. These are the rules according to which a square type play¬ 
house is to be built. 


Description of a triangular playhouse 

101-104. Now I shall speak about the characteristics of the 
triangular ( trygs'ra ) type of playhouse. By the builders, a play¬ 
house with three corners should be built, and the stage (rangapltha) 
in it also should be made triangular. In one corner of the 
playhouse there should be a door, and a second door should be 
made at the back of the stage ( rangapUha ). Rules regarding 
walls and pillars 1 which hold good in case of a playhouse of the 
square type, will be applicable in case of the triangular type 2 . 
These are the rules according to which different types of playhouse 
are to be constructed by the learned. Next I shall describe 
to you the [ propitiatory ] Pujii in this connexion. 


Here ends Chapter II of Bharata’s Natyasastra, 
which treats of the Characteristics of a Playhouse. 


101-104 (B.108-111, G. 104b-108). 1 It is not clear how the triangular 
playhouse will have pillars like those of other types. 

8 No mattavarani ha3 been pescribcd in case of the Triangular 
playhouse. 







CHAPTER THREE 
PUJl TO THE GODS OF THE STAGE 
Consecration of the playhouse 

1-8. In the auspicious playhouse constructed with all the 
characteristics [mentioned obove] cows, and Brahmins muttering 
[proper Mantras] should be made to dwell for a week. Then the 
master of the dramatic art who has been initiated [for the purpose] 
and has put on new cloths, fasted for tliree days, lived away from 
his bed-room (lit. the dwelling house), has kept his senses uuder 
control and has [thus] become purified, will besprinkle his limbs 
with water over which purificatory Mantras have been muttered, 
and consecrate the playhouse. This [consecration] should take 
place after he has made obeisance to the great god Siva the lord 
°f all the regions, Brahman who sprung from the lotus, Brahaspati 
the preceptor of the gods, Vi?nu, KSrtikeya, Sarasvatf, Laksml, 
Siddhi, Medha, Smfti, Mati, Candra (Moon), Sflrya (Sun), Winds, 
Guardians of all directions, Alvins, Mitra, Agni, and other gods, such 
as Rudra, Varnas 1 * , Kala 3 Kali 3 , Yama, Niyati, the Sceptre of 
^ ama 4 , Weapons of Visnu 5 , the Lord of the NSgas (Serpents), the 
Lord of the birds (Garuda), Thunderbolt, Lightning, Seas, Gan- 
dharvas, Apsarasas, Sages, Natya-maids 6 , Mahagramanl (the great 
leader of Ganas) 1 , Yaksas, Guhyakas 8 and the hosts of Bhutas. 


1-8 (B.l-7, 9. G.l-7, 9). 1 varnas —No gods called varnas are to 

be met with in any other work. They may be taken as deities ruling 
specially over the four varnas of people. 

3 Kala—There are several legendary heroes (gods, sages and Asuras) 
°f this name, see Vidyalankar, JK. sub voce. 

* Kali—There are many legendary heroes of this name, see JK. 
voce. 

* See note 5 below. 

* Weapons of Visnu appear as deities in the Act. I of Bhasa's Bala. 

* riaiyakumari —Such goddesses are possibly mentioned nowhere else. 

‘ mahagnmani —The great leader of Ganas. It is very difficult 
*° accept Ag’s identification of mahagrumani -with Ganapati ( mahagra- 
toaqir ganapatih). For in 58 below occurs the term tnahogayeivaro 

5 
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0-10. Having made obeisance to these, and other divine 
sag^s ( devarsi ), he should with folded palms invoke all the gods to 
their respective positions, and say, “Ye, holy ones, should take us 
under your protection during the night, and ye with your followers 
should offer us assistance in this dramatic performance”. 


Offering Piija to the Jarjara 

11-13. Having worshipped [thus] all the gods as well as 
all the musical instruments ( Icutapn ) x he should offer Puja to the 
Jarjara 2 * * * * * 8 9 for attaining good success at the performance [and pray 
to it as follows]. “Thou art Indra’s weapon killing all .the 
demons ; thou hast been fashioned by all the gods, and thou art 
capable of destroying all the obstacles ; bring victory to the king 
and defeat to his enemies, welfare to cows and Brahmins and 
progress to dramatic undertakings”. 

14-15. After proceeding thus according to rules and staying 
in the playhouse for the night, he (the master of the dramatic art) 

On the plural number) indicating the different leaders of Ganas who 

followed Siva. One of such leaders has been mentioned there as Nandi^vara 

(Nandin). Besides this the term Gane§a (the leader of Ganas) has also 

been applied to Siva in 47 below. / In describing ptticjibai.dhas the pttjfji 

of Ganesvara has been named as daksayajha-vpnardmi (NS. IV. 260). This 

too shows that ganesvara, gratnam or mahagri.mani meant simply the 
leader, one of the leaders or the great leader of Ganas. The fully 
developed Ganapati seems to be non-existent at the time when the NR. ■was 

composed. Our suspicion in the matter seems to be corroborated by 
the valiant taiha gramadhi-devata recorded in the ms iha of B. for 
mahagnvianyarn. Ganapati seems to be a late entrant into the Hindu 
pant!.eon. He is not mentioned in any one of the old Puranas. Only the 
Varaha, Vamana and Brahma-vaivarta P. which are very late know 
the deity (Winternitz, Vol. 1. pp. 666-568, 573, Vidyalaukar, JK. sub voce). 

8 Kalidasa makes no distinction between Yaksas and Guhyakas, 
See Moghaduta 1 and 5. 

9 See above. 9-10 (B.10-11,G. 10-11). 

11-13 (B.l2-14, G.12-14). 1 See below 72-"3 note 8. The reading 
sarnfirayuja in all editions and ms9. seems to be wrong. It should be 
emended as samprapujya. 

* See 73-81. below. 

14-15 (B.l5-16, G.15-10). 
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should begin Puja as soon as it is morning. This Puja connected 
with the stage should take place under the asterism Ardra {Alpha- 
Orionis ) or Magha {Reg ulus) or Yatriya (Musca) or Purvaphalguni 
(Delta- Leonis) or Purvasadha ( Delta-SagUtarii ) or Purvabhadra- 
pada ( Alpha-Pegasi) or Aslesa ( Hydrae ) or Mula (Lambda- 
Scorpionis). 


16. The stage should be illuminated and the Puja of the 
gods in its connexion should be performed by the master of the 
dramatic art (acanja) after he has purified his body, concentrated 
his mind [to these acts] and initiated himself [to the Puja], 


Installation of tlio gods 

17. During the concluding moments of the day, which are 
considered to be hard and full of evils, and are presided over by 
I'liutas, one should perform Acamana * 1 and cause the gods to be 
installed. 

18. [Along with these gods] should be [taken] red thread- 
bangle ( pratisara )\ the best kind of red sandah red flowers and red 
fruits. [With these and] articles such as bailey, white mustard, 
sunned rice, Nagapuspa 2 powder and husked saffron (prigangu ) 3 , 
the gods should be installed. 

The Mandala for installing the gods 

20. In this ceremony one should draw in proper place a 
Mandala 1 according to the manner prescribed. 

21 . This mandala should be sixteen Talas (hasta) 1 square 
and it should have doors on all its four sides. 


16 (B.17, G.17). 

17 (B.18, G.18). 1 acamana — ceremonial rinsing of the mouth by 
sipping water from the palm of the hand. 

18-20 (B.19-21a. G.19-2la). 

1 firatisara—sutra-vininnita granthi-mant ah kaidtana/visesak, Ag. • 
( I-P. 74). 

' nagapu$pa~ the campaka tree (Apte), but Ag. says nagapuspam 
n «gadaniah. 

3 priyahgu= saffron, and not the fruit of the priyaitgu crcoper. 

20 (B.2lb-G.21b). 1 See the diagram 1. 

21 (B.22-G22), 1 hasta in this passage is to bo interpreted as 








36 THE NATYASASTEA [till. 

22 . In its middle should be drawn two lines vertically and 
horizontally (ie. parallel to the sides), and in the apartments made 
by these lines, should be installed the different gods. 



23-30. In the middle of this (mandala), should be put 
Brahman who has lotus as his seat 1 . Then one should first of all 
put in the east Siva with his host of Bhutas, Narayana (Visnu), 
Indra, Skanda (Kartikeya), Surya, Alvins, Candra, Sarasvati, 
Laksmi, Sraddha and Medha, in the south-east Agni, Svaha, 
Viilvedevas, Gandharvas, Rudras and Rsis, in the south Yama, 
Mitra with his followers, Pitrs, Pi&cas, Uragas and Guhyakas, 
in the south-west the Raksasas and all the Bhutas, in the west the 
Seas and Vanina, in the north-west the Seven Winds 2 and 
Garuda with other birds, in the north Kuvera, Mothers of the 
Natya, Yaksas with their followers, in the north-east leaders of 
Ganas such as Nandin, Brahmarsis and the host of Bhutas in then- 
proper places. 

31. And [in the eastern] pillar should be placed Sanat- 
kumara 1 , in the southern one Daksa 2 , in the northern one 
Gramani (lit. leader of Ganas) 3 and in the western one Skanda 
(Kartikeya). 

32. According to this rule all the gods in their [proper] 
form and colour should be placed in their respective positions. 


hasta-tala or tala i.e. the interval between the tips of the thumb and the 
middle-finger stretched in opposite directions. $ vawi weiftft i 

u SR. YII. 1046. Otherwise it will be im¬ 
possible to accomodate the tnanxlala on the stage which is eight cubits 
wide (See NS. II. 33-35). The ancient commentators like $ankuka and 
others pointed out how absurd it would be take hasia in the passage 
in the sense of cubit, (see Ag. I. p. 75). 22 (B.23. G.23). 

23 30 (B.24-31, G .24-31). 1 According to Ag. a lotus is to be 
described in thg centre of man<]ala. * For the seven winds see the 
Vamana P. (see Vidyalankar, JK. sub voce). 

31 (B.32, G.32). 1 Sanatkumara—one of the great rsis, and a son 

of Brahman. 

4 Daksa—-one of the lords of the creation {prajapati), son of Pra¬ 
t-etas. There were other Daksas besides. Bee Vidyalankar, JK. sub voce. 

3 Bee above 1-8 note 7. 32 (B.33, G.88). 
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Offering Puja to the gods 

33. After they have been installed with regular ceremony 
in suitable places they should be worshipped in a fitting manner. 

34 . Gods [in general] should be given white 1 garlands and 
unguents, while Gandharvas, Agni and Surya should be given gar¬ 
lands and unguents of red 2 * * * * * colour. 

35. After being treated [thus] in due order and manner 
they should be worshipped according to rules with suitable offerings. 

36*39. [Offerings suitable to different gods and goddesses 
are as follows] : Brahman Madhuparka 1 , Sarasvati Payasa 2 , gods 
like Siva, Visnu, and Indra sweetmeats. Agni rice cooked with 
ghee, Candra and Surya rice cooked with molasses, Vi^vedevas, 
Gandharvas and sages honey and Payasa, \ ama and Mitra cakes 
and sweetmeats, Pitrs, Pisacas and Uragas ghee and milk, host 
of Bhutas rice cooked with meat, wines of different kinds and grams 
covered with thick milk. 

Consecration of the Mattavarani 

40-44 Similar shall be the rules regarding the Puja in 
i.connexion with the Mattavarani. [Offerings to be made to different 
gods and demigods are as follows] : Raksasas half-cooked meat, 
Ganavas wine and meat, the remaining god9 cake and Utkarika® and 
boiled rice, gods of seas and rivers fish and cakes, Varuna ghee and 
Payasa,:Sages various roots and fruits, the wind god and birds 
different edible stuff (lit. bhaksya and bhojya), Mothers 8 of the 



33 (B.34, G34). 

34 (B.35,0.35). 1 ‘White* here seems to be the symbol of purity 

good grace. 

2 ‘Red* here seems to be the symbol of energy- 

35 (B. 85, G.36). 

36-39. (B. 37-40, G. 37-40). 1 madhuParkar- see above II 41-42. 

note 8. 

9 payasa —see above II. 41-42 note. 

40-44.(B.41 45, G.41-45). 1 See above. 

J u/kanM-& kind of sweetmeat. 

* These goddesses seem to have been ignored by the Puranas. 
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Natya, and Kuverawith his followers eatables including cakes, at 
Locikas 4 . 


iL 


45. These different kinds of foodstuff's should be offered 

to them and the Mantras to be uttered at the time of making • 
offering to different gods will be as follows :— 

46. (The Mantra for Brahman), 0 the god of gods, the 
most lordly one, the lot us-born one, the grand-father (of the 
worlds) accept this my offering consecrated by the Mantra. 

47. (For Siva) O the god of gods, the great god, the lord 
of Ganas 1 and the killer of Tripura, accept this my etc. 

48. {For Visnu), O Narayana, Padmanabha, the best of 
the gods, with unrestrained movement, accept this my etc. 

49. (For Indra), 0 Purandara, the lord of gods, the thunder 
bearer, the maker of the hundred exploits, accept this my etc. 

50. (For Skanda), O Skanda the leader of the celestial 
army, the blessed one. the dear son of 8iva, O the six-mouthed 
one, accept this my etc 

54. (For Sarasvati,), O the goddess of the gods, the very 
blessed one, the dear wife of Hari, accept this my etc. 

52 (For goddesses Laksmi, Siddhi, Mati, Medha) O 
Laksmi, Siddhi, Mati and Medha, ye who are honoured by all the 
worlds, accept this my etc. 

53. (For Maruta) O Maruta, you who know the might 

of all the creatures and are the Ufe of all the world, accept Ihis 
my etc. ——. 

54. (For Raksasas) O the great Kaksasas, the great-souled 


* loctka —This has been read in mss. as locita, lopik’u, lepika, 
lipika. The word seems to be connected with the NIA. luci, loci, 
from ulocta, *lociku. 

45 (B.46, G-46). 36 (B-47, G.47). 

47 <"B.51, G.48 . 1 It should be marked here that 8iva has been 

called Gane^vara, a term applied in later times to Gnnapati only. 

48 (B.50, G.49). 49 (B.48, G.50). 50 (B.49, <>.51). 

61 (B.53, G.527. 52 (B.55. G.55) 53 (B.56. G 63). 

54 (B.54, G.544 
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ones, the sons of Pulastya, born of different causes, accept this 
my etc. 


55. (For Agni) O Agni, the mouth of the gods,the best of 
the gods, the smoke-bannered one, the eater of things offered in 
sacrifice, accept this my offering given with love. 

56. (For Candra) 0 Soma, the lord of all the planets, the 
king of the twice-born ones, the favourite of the world, accept 
this ray etc. 

57. (For Surya) O the maker of day, the mass of heat, the 
best among the planets, accept this my etc. 

58- (For lords of Ganas such as, Nandtfvara) O the great 
lord of Ganas, among whom N-andisWara is the foremost, accept 
this my etc. 

59. (For Pitrs) I bow to all the Pitys, do ye accept my 
offering. (For Bhutas) I always bow to all the Bhiitas who may 
have a liking for offerings 1 .. 

60a. (For Kamapala) O KSmapSla, I always bow to thee 


to whom this offering is made. 

60- 61- (For Gandharvas) O Gandharvas, amongst whom 
Narada, Tumburn and Vilvavasu are the foremost, accept this my 
best offering. 

61- 62. (For Yama and Mitra) O Yama and Mitra, the 
gods who are adored by all the worlds, accept this my etc. 

62- 63. (For Nagas) I bow to all the Pannagas in the 
nether region, who are devourers of wind, give me success in 
dramatic production after I have worshipped you. 

63- 64, (For Varuna) O Varuna, you who are the lord of all 

waters and have the swan as your mount, be pleased along with the 
was and rivers, after I have worshipped you all._ 


55^-57, G.56). 56 (B.58, G.57). 

57 (B. 59, G 68). 58 (G.60, B.59). 

59 (B.61, G.60a). 1 G. puts one hemistich after 60a without num- 

bering it. 60a (B.62a, G.60b). 60-61 (B.62b-63a, G.61). 

61-62 (B.63b-64a, G.62). 62-63 (B. 64b-65a, G.6S). 

63-64 (B.65b-65a, G.64\ 
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64*65. (For Garuda) O the son of Vinata, the high-souled 
one, the lord, the king of all the birds, accept this my etc. 

64-66. (For Kuvera) 0 the superintendent of [all] wealth, 
the king of Yaksas, the guaidian of the world, the lord of riches, ye 
along with Guhyakas and Yaksas accept this my etc- 

66- 67. (For mothers of the Natya) O mothers of the 
Natya such as Brahml and others, ye be happy and pleased to 
accept my offering. 

67- 68. (For others) O weapons of Rudra, ye accept my 

offerings. 0 weapons of Visnu, ye too accept [things given by 
me] out of devotion for Visnu. . 


THE NATYASA8TBA 
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68- 69. O Yama, the Fate, the dispenser of death to all 
creatures and the end of all actions, accept my offerings. 

69- 70. Ye other gods who are occupying the MattavSrani, 
accept this my etc. 


70- 71. To all other gods and Gandharvas too who occupy 
the heavens, the earth, the middle region and the ten directions, 
these offerings are made (lit. let these be accepted by them). 

71- 72. Then a [earthen] jar 1 full of water with a garland 
of leaves in its front, should be placed in the middle of the stage, 
and a piece of gold should be put into it. 

72- 73. All the musical instruments covered with cloth 
should be worshipped with [sweet] scent, flowers, garlands, incense 
and various eatables hard and soft. 1 


64-65 B.66b-67a, G.65). 65-66 (B.67b-6Sa, G-.66). 

66-67 (B.68b-69a, G.67). 66-68 (B.69b 70a, G.68). 

68-69 (B. 7 Ob-7 la, G.69). 69-70-(B.71b-72a, G.70). 

70- 71 (B.72b-73a, G.71). 

71- 72 (B.73b-74a, G. 72). 1 For the significance of this jar see below 

87*89. 

72- 73 (B.74b«75a, G.76). 1 This passage with somo minor variation 

has been repeated in B. and G. But this is out of place there. For the 
order in which musical instruments (kutai>a) and the Jar jar a should be 
Worshipped see 11-18 above, 
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Consecration of the Jarjara 

73- 74. Having worshipped all the gods in due order, and 
offering Puj5 to the Jarjara [in. the following manner] one should 
have the obstacles removed. 

74- 76. [One should fasten a piece of] white cloth at the 
top [of the Jarjara], blue cloth at the Raudra joint, yellow cloth at 
the Visnu joint, red cloth at the Skanda joint, and variegated 
cloth at the lowest joint 1 . And garlands, incense and unguents 
are to be offered to it (the Jarjara) in a fitting manner. 

76- 77. Having observed all these rites with incense, 
garlands and unguents one should consecrate 1 the Jarjara with the 
following Mantra: 

77- 78. “For putting off obstacles thou hast been made very 
strong, and as hard as adament, by gods such as Brahman. 

78- 79. Let Brahman with all other gods protect thy top¬ 

most part, Hara (Siva) the second part, JanSrdana (Visjnu) the 
third part, Kum&ra (K&rtikeya) the fourth part, and the great • 
Pannagas the fifth part 

80- 81. Let all the gods protect thee, and be thou blessed. 
Thou, the killer of foes, hast been born tinder Abbijit (Vega),, the 
best of the asterisms. Bring victory and prosperity to the king ! 

Homa or pouring ghee into sacrificial fire 

81- 82. After the Jarjara has thus been worshipped and all 
offerings have been made to it, one should with appropriate Mantias 
Perform Homa and pour (ghee) into the sacrificial fire. 

82*83. After finishing the Homa he should with the fire 
lighted [in the place of sacrifice] do the cleaning work (?) which is to 
chance the brilliance of the king as well as of the female dancers. 


73- 74 (B.75b-76a, G.73). 

74- 76 (B.76b-78a, G. 74 - 75 ). 1 For identifying the joints see 78-79 

^low. 76.77 (B.79b-80a, G.77). 77-78 (B.80b-81a, G.78). 

78-80 (B.81b-82, G.79-80a). 80-81 (B. 88b-84a, G.80b-81). 

81-82 {B.84b-85a, G. 82). 82-83 (B.85b-86a, G.83). 
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83-84. After having illumined the king and the dancers 
together with the musical instruments one should sprinkle them 
again with water sanctified by the Mantra, and say to them : 


84-85. “You are born in noble families and adorned with 
multitudes of qualities, let whatever you have acquired by virtue 
of birth, be perpetually yours.” 


85- 86. After saying these words for the happiness of 
the king, the wise man should utter the Benediction for the success 
of the dramatic production. 

86- 87. [The Benediction] : Let mothers such as Sarasvatt, 
Dhrti, Med La, Hrl, , H rI, Laksml, and Smrti 1 protect you and 
give you success. 

Breaking the Jar 

87- 88. Then after performing Homa according to rules with 

ghee and the proper Mantra the master of dramatic art should 
oarefully break the jar. • 

88- 89. In case the jar remains unbroken the king (lit. 
the master) will have a cause of fear from enemies ; but when 
it is broken his enemies will meet with their destruction. 

Illumination of the stage 

89- 90. After the breaking of the jar, the master of the 
dramatic art should illuminate the auditorium ( rahga) with a 
lighted jamp. 

90- 91. Noisily, that is, with roaring, snapping of fingers, 
jumping and running about, he should cover the auditorium with 
that lighted lamp [in his hand], 

91- 93. Then a fight should be caused to be made [on the 


83-84 (B.86b-87a, G.84). 84-85 (87b-88a, G.85). 

85-86 B.88b-89a, G.86). 86-87 (B.89b*80a, G.87). 

87-88 (B.90b-91a, G.88). 1 These are the seven Natya-nvitrkas. 

See 23-30 above. 88-89 B.91b-92a> G.89). 

89-9U (B.92b-93u, 0.90). 90-91 (B.93b-94a, G.91), 

91-93 (B.94b-96ti, G.92-93). 1 dundubhi —a kind of drum- 
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stage] in accompaniment with the sound of all the musical instru¬ 
ments such as conch-shell, Dundubhi 1 , Mrdanga* and Panava®. 


92-93. If the bleeding wounds [resulting from the fight] 
will be bright and wide, that will be a [good] omen indicating 
Success. 



Good results of consecrating the stage 

* 

93- 94. If the stage is properly consecrated it will bring 
good luck to the king (lit. the master) and to people young and 
old of the city as well as of the country. 

94- 95. But when the auditorium is not consecrated in 
proper manner it will be indifferently held by gods, and there 
will be an end of the dramatic spectacle, and it will likewise bring 
e vil to the king. 

95- 90. He who willfully transgresses these rules [of 
consecration of the stage] and practises [the dramatic art], will 
y °on sustain loss and will be reborn as an animal of lower order. 

90-97. Offering worship to the gods of the stage is as 
meritorious as a [Vedic] sacrifice. No dramatic performance 
s hould be mede without first worshipping the deities presiding over 
the stage. When worshipped, they (these god:-) will bring you 
Worship, and honoured they will bring you honour. Hence one 
should by all efforts offer Puja to the gods of the stage. 


Evils following non-consecration of tlie stage 


98- 99. Never will fire fanned by violent wind burn things 
s ° quickly, as defective rites will burn quickly [the master of the 
dramatic art]. 

99- 100. So the stage should bo worshipped by (he master 
the dramatic art who is purified, disciplined and proficient in 


* mrdahga— a kind of earthen drun\. 

* i>anava —a kind of drum. 


93-94 (B.96b-97a, G.94). 
95-96 (B.98b-99a, G.96>. 
98-99 (B.lulb-102a, G.99). 


94-95 (B.97b-98a, 0.95). 

96-98 (B.99b 101a, G.97-98). 
99-100 (B.10‘2b-103a, G.100). 
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the rules of the art and initiated into the practice of it and has 
quiet of mind. 


100-101. He who with an agitated mind places his 
offering in a wrong place, is liable to expiation like one who pours 
ghee into the sacrificial fire without proper Mantras. This is the 
procedure prescribed for worshipping the gods of the stage. It 
should be followed by producers [of plays] in holding a theatrical 
show in a newly built playhouse. 


Here ends Chapter III of Bharata’s Natyagastra, 
vhich treats of Puja to the gods of the stage. 


100-101 (B.103b-104a, GU 01-102). 
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CHAPTER FOUR 

DESCRIPTION OF THE CLASS DANCE 

Brahman writes the first play and gets this performed. 

■1. After having worshipped [the gods presiding over the 
stage] I said to Brahman, ‘Tell me quickly, O the ting ty one, 
which play should be performed ? 

2. [In reply] I was told by the Lord, “Perform the Atnfla- 
tnanthana (the Churning of the Ocean)* winch is capable of stram 
lating efforts and of giving pleasure to gods. 

3. I have composed this Satnavakara* which is conducive 
to [the performance of] duties (iharma), to [thefulfillment J 
desire (Jcatna) as well as [to the earning] wea t i ( 

4. When this Satnavakara was performed, gods and demons 
were delighted to witness actions and ideas [familiar to themj. 

5. Now, in course of time Brahman (lit. the lotus-born one) 
said to me, “We shall present today the play before tie giea, 
souled Siva (lit. the three-eyed one)”. 

6*7 Then on reaching along with other gods the abode o 

Biva (lit. ihe bull-bannered one) Brahman paid him aspects and 

said, “O the best of the gods, please do me the favour o ^ * 

and seeing the Satnavakara which has been composed by me. 

8. “I shall enjoy it,” said the lord of gods m reply. Thai 
Brahman asked me to get ready [for the performance]. 

9-10. “O the best of the Brahmins, after the Prelimmanes 

connected with the performance had been compe e _ 

1 (B.GL same) 

, . - oimtit flip churning of the ocean occurs 

2 B.G. »»»>. ' TW <U it Winternitz, V„l.1 

in *the Mbh. (I. 17-19.) and the Vi?nu r. 

t»P. 389/646. 

8 (B.G. same). 1 See Nb. XX. 69 ff. 

4 (B.G. 'am* * M ® ' 

8 (B.G. *»»). 
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(SamavakSra named the Amrtamanthana) as well as a Dima 1 named 
the I ripuradaha (the Burning of Tripura) was performed in the 
Himalayan region which consisted of many hills and in which there 
were many Bhutas, Ganas 8 and beautiful caves and waterfalls”. 


il. I hen all the [Bhutas] and Ganas were pleased to see 
actions and ideas familiar to them, and Siva too was pleased and 
said to Brahman : 


12. O the high-souled one, this drama (natya) which is 
conducive to fame, welfare, merit and intellect, has been well- 
conceived by you. ' 

13-14. Now in the evening, while performing it, I remem¬ 
bered that lance made beautiful by Angaharas 1 consisting of 
diffeient Karanas 2 , \ou may utilize these in the Preliminaries 
(purvaranga) of a play. 


Two kinds of Preliminaries 

_ 14-10. In the application of the Vardhamunaka 1 , the 

Asarita 2 , the Gita s and the Mahagita you will depict properly the 
ideas [by means of dance movements]; and the Preliminaries which 
you have [just] performed are called “pure” (euddha). [But] when 


1 (lima —-one of the plays of the major type ; for its characteristics 
see NS. XX. 84 If. 

Tripuraduha Siva killed an Asura (demon) named Tripura by 
burning him with one of his fiery arrows. Hence he is called Tripurantaka 
or Tripurari. This legend occurs in the Varaha P. See JK. sub voce. 

8 B-G. read bahucutadrumdMrne instead of bahubhulaganakirM. 

11 (B.G. same) 12 (B.G. same). 

13- 14 (B.G. same). 1 angahara major dance figures which depend 
on minor dance figures (karatias) The word means movement of limbs’ 
Ag. (I. p. 91) explains it as **161 

qqln:, wfaqsif vritsrxrt:. 

See beloW 29*30 note 1. f'or details about the Angaharas see 
below 16 ff, 72 fif. 

14- 16 (B.G. same). 1 See N& V. 12-15 u«5te 3. 

4 See N& V. 21 note 1. 

* See Ml V. 60-68 note 8. 
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these dances will be added to them (pure Preliminaries) they will 
be called “mixed” (citra). 


The An gahEras 


16- 17. To these words of Siva Brahman said in reply, “O 
the best of the gods, tell us about the use of the Angaharas.” 

17- 18. Then Siva (lit. lord of the world) called Tandu and 
said, “Speak to Bharata about the use of the Angaharas.’’ 

18- 19. And by Tandu I was told the use of the Angaharas. 
I shall now speak of them as well as of the various Karanas and 
Recakas 1 . 


19-27. The thirtytwo Angahflras are as follows:—Sthira 
basta, Paryastaka, Suclviddha, Apaviddha, Akisptaka, Udghattita. 
Vi?kambha, Aparajita, Viskambhapasvta, Mattakrida, Svastikareeita, 
Pargvasvastika, Vrseika, Bhramara, Mattaskhalitaka, Madavilaeita,- 
Oatimandala, Pariechinna, Parivrttarecita, Vai&kharecita, Pamvrtta. 
AlStaka, Parsvaccheda, Vidyudbhranta, Uddhrtaku, Alldha, Bacita, 
Acchurita, Aksjptarecita. Sanibhranta, Upasarpita, Ardhanikuttaka. 

Uses of the Angaharas 

28,29. I shall pow speak about their performance depen¬ 
dent on the Karanas. [And besides this] “0 the best of the Brah¬ 
mins, I shall tell you about the movements of hands and feet that 
are proper to the Angaharas. 

The Karanas 


29-30. All the Angaharas eonsist of Karanas; hence I shall 
mention the names of the latter as well as their descriptions. 


16-17 (KG. same). 17-18 (B. same, G. 16). 

18- 19 (B. same, G.17). » Se below 247 ff. 

19- 27 (B. same, G.18-27a). 

28- 29 (B. same, G.27b-28). 1 for details about karava see SOff below. 

29- 30 (B. same G.29). 1 katana —minor dance figure. A g. (I 93) 

° x 0lains tlie katana as ftffo’tf WWfof* 3 wb»*5« otW 

**** ** fftm , ' 


<8L 
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30- 34. The combined [movement of] hands and feet in 
dance is called the Karana: Two Karanas will make one Matrka, 
and two, three, or four Matrkas will make up one Ahgahara. Three 
Karanas will make a KalSpaka, four a Sandaka 1 , and five a Samgha- 
taka. Thus the Angaharas consist of six, seven, eight or nine 
Karanas. I shall now speak of the hand and feet movements 
making up these (Karanas). 

31- 55. The Karanas are one hundred and eight in number 
and they are as follows: Taiapuspaputa, Vartita, Valitoru, Apaviddha, 
Samanakha, Lina, Svastikarecita, Mandalasvastika, Nikuttaka, 
Ardhaniktifteka, Katicchinna, Ardharecita, Vaksahsva6tika, Un- 
matta, Svastika, Prsthasvastika, Diksvastika, AlSta, Katisama, 
Aksiptarecita, Viksiptaksipta, Ardhasvastika, Ancita, Bhujahgatra* 
sita, Urdhvajanu, Kikuncita, Matalli, Ardharaatalli, Recakanikuttita, 
PadSpaviddhaka, Valita, Ghurnita, Lalita, Dandapaksa, Bhujanga- 
trastarecita, Ndpura, Vaisakhareeita, Bhramaraka, Catura, Bhu- 
jafigiiucitaka, Dandakarecita, Vfscikakuttita, Katibhr&nta, Latfi- 
v^cika, Chinna, Vfscikarecita, Vfscika, Vyaipsita, Parsvani- 
kuttana, LatStatilaka, Krantaka, Kuncita, Cakramandala, Uroman- 
dala, Jksipta, TalavilSsita, Argala, Viksipta, Avrtta, 'DolapSda, 
Vivrtta, Vinivrtta, Pars'vakrSnta, Nisumbhita, VidyudbhrSnta, 
Atikr&nta, Vivartitaka, Gajakrhjlita, Talasamsphotita, Garuda- 
plutaka, Gandasucl, Parivrtta, PSr^vajSnu, Grdhravallnaka, 
Sarpnata, Suci, Ardhasuci, Suclviddha, Apakranta, Mayuralalita, 
Sarpita, DandapSda, Harinapluta, Prenkholita, Nitamba, Skhalita, 
Karihasta, Prasarpita, Simhakrldita, Simhakarsita, Udvrtta, 
Upasrta, Talasamghattita, Janita, Avaliitthaka, Nive£a ; Elakakridita, 
Urudvrtta, Madaskbalita, VisnukrSnta, Sambhi&nta, Viskambha, 
Udghattita, Vrsubhakridita, Lolitaka, Nagapasarpita, Hakatasya, 
GahgSvatarapa. [These Karanas will be used] in dance, fight, 
personal combat, walking as well as lpovements in general. 

56. Foot movements which have been prescribed for 


80-34 ( B. same, G. 30-33'. 1 xanfaka —B.G. read man<Jaka. 

34-55 (B.34-55a, 56a, G.34-54) 

56 (B.59, G.167). 
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the exercise of Sthanas 1 and Cans 
Karanas 8 . 
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2 , will apply also to these 


57. And application of the Nrtta-hastas 1 which have been 
prescribed for dance is generally implied in the Ivaianas. 

58. The Sthanas, the Carls and the Nrtta-hastas mentioned 
[before] are known as the Matrkas the variations of which aie 
called the Karanas. 

59. I shall treat the Carls suitable for [representing] fight 
at the time of discussing the foot movements. The mastei [o 
dramatic art] should apply them on any occasion according to his 


histrionic talents. 

60. In the Karana the left hand should generally be held 
on the breast, and the right hand is to follow the [right] foot. 

61. Listen [now] about the movement of hands and feet in 
dance in relation to that of hip, sides, thigh as well as to breast, 
back and belly 1 . 


Definition of the Karanas. 

62. Talapuspaputa—Puspaputa hand held on the left, side, 
the foot is Agratalasancara, the side is feannata (Nata) 


1 See NS. XI. 49 ff. 3 See NS. XL 2 ff- 

» B.G-. read one hemistich more before 56a. It does not occur in some 
mss. Ag. records this fact. Though these 108 karanas constitute. general 

dance, which is sometimes interpolated in the acting to h up i. gl-» 

they (karanas) may be also used to embellish the movement o 1 _ 

trim of Ag. (i.*» 

M >*«, TO .f, 9 i *'"*'<* "1 b».do. tlm ho 80J. 

fan ugai ist h it is a mm tl it c karanam (I. p. 97 ) , 

57 (B.171, O.S6a, 168). 1 For nrttahasias see NS. IX. 177 . 

58 (B.173, 0.170). 59 (B-56b-57a, 0.56). 

60 (B.57b-58a or 172, 0-169). , 

61 (B. 58b-59a, 0.57). 1 For B.60 (0.58) omitted sec Ns. XI. . 0- . 

G 59) 1 For the sake of convenience constituent parts ot 

the karanas have been separately mentioned without putting them in a 
cumbrous sentence. This method has been followed by A. K. Coomara- 
swamy in MO. As the definitions of these parts can be easily traced 
through the index they have not been referred to in the notes, 

7 
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63. Vartita— Vyavrtta (= Vyavartita) anti Pari vartita 
bent at the wrist, then these hands placed on thighs. 

64. Valitoru—Bukatunda hands to make Vyavartita and 
Parivartita K., and thighs are Valita. 

65. Apaviddha--the (right) hand with Sukatunda gesture 
to fall on the (right) thigh, the left hand held on the breast. 

60. Samanakha—the two Samanakha 1 feet touching each 
other, two hands hanging down, and the body in natural pose. 

67. Lina—the two Pataka hands held together in Anjali 
pose on the breast, the neck held high, and the shoulder bent. 

68. Svastikarecita—two hands with Rccita and Aviddba 
gesture held together in the form of a Svastika, then separated 
and held on the hip. 

69. Mandalasvastika—two hands moved to unite in the 
Svastika gesture with their , palms turned upwards in a similar 
manner, and the body in the Mandala Sthana (posture). 

70. Nikuttaka—each of the hands to be moved up and 
down 1 alternately between the head and another arm, and the legs 
also moved in a similar manner. 

71. Ardhanikuttaka—hands with Alapallava 1 gesture bent 
towards shoulders, and legs moved up and down. 

72. Katiochinna—the hip serially in the Chinna pose, 
two Pallava hands held alternately and repeatedly on the head. 



63 (B.62, G.60) 64 (B.63, G.61) 65 (B.65, G.62) 

66 (B.65, G.63). 1 samanakha feet has nowhere else beer, mentioned 

inthelfi 67 B.66, G.64). 

68 (B.97, G.65). 69 (B.68, G.66). 

70 (B.69, 0.67'. 1 njkuttita=ntkuttana. Ag. (L p. 103) quotes the 

definition of nikuUma from Kohala as follows : unnamanam vinamanam 
syad, ahgasya nikuitanam. 

71 (B.70 G.68). 1 For kuhcita BG. read rncita. But Ag. (I. p. 204) 
read kuhcita and mean' by this word the alapallava gesture. 

72 (B.71, G.69), 
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73. Ardharecita—hand with Suclmutha 1 - gesture to move 
freely, feet to move alternately up and down, side in Sannata (i.e. 
Nata) p 0se , 

74. Vaksahsvastika—two legs on each other in the form of 
a Svastika, the two Recita hands brought together in a similar 
manner on the breast which is bent ( niknncita ). 

75. Unmatta—feet to be Aiicita and hands to be Recita. 

76. Svastika—hands and feet respectively held together 


111 the Svastika form. 


77. Pi'sthasvastika—two arms after being thrown up and 
down coming together as a Svastika, two feet also to come together 
as a Svastika with Apakranta and Ardhasuci Carls. 

78. Diksvastika—turning sideways and towards the iront 
m course of a single (lit. connected) movement, and forming 
Svastika with hands and feet. 


79. Alata—after making Alata Cari 1 taking down hand 
tr °m [the level of] the shoulder 3 , then making Urdhvajanu Cari 8 . 

80. Katisama—feet to be separated, after the Svastika 
Parana, of the two hands one to be placed at the navel and the 
ot W at the hip, and the sides in the Udvahita pose. 

81. Aksiptarecita—the left hand on the heart, the right 
' 1<ln d Recita and thrown up and sideways, and then the two hands 

he Recita with Apaviddha (Aviddhaka) gestures. 

82. Viksiptaksiptaka—hands and feet first thrown up, 
then again thrown down. 

83. Ardhasvastika—the two feet to make the Svastika, the 


73 (B.73, G.70). 1 Bv apaviddha Ag. (I- P- 105) means the suci- 

gesture. 

74 (B.74, G.71). 75 (B-75, G.72). 76 (B.76, G.73). 

77 (B.77, G.74). 78 (B.78, 0.75). 

k 79 (B.WVG.76). 1 carana-can. ' vyamsayet-amsiid vims- 

ra *Han am kii r y~ a t (Ag). 3 krama-cari. 

.. 80 (B.BO, G.7/). 1 udvahita side is nowhere else mentioned in 

the Ky. 

81 (B.81, G. 7b). 


82 tB-82, G.79I 


b3 (B.83, G-8U), 
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right hand making the Karihasta gesture, and the left one lying on 
the breast. 



84. Ancita—in the Ardhasvastika the Karihasta to be 
alternately in Vyavartita (Vyavrtta) and Parivartita movement, 
and then bent upon the tip of the nose. 

85. Bhujangatrasita—the Kuhcita feet to be thrown up, the 
thighs to have an oblique Nivartana (Nivrtta) 1 movement, the hip 
and the thigh also to have the same movement. 

86. Urdhvajanu—a Kuncita foot to be thrown up, and the 
knee to be held up (lit. stretched) on a level with the breast, and 
the two hands to be in harmony with the dance. 


87. Nikuhcita—feet to be moved as in the VnScika K., 
two hands to be bent at the sides, the right hand to be held at the 
tip of the nose. 


88. Matalli—making a whirling movement while throwing 
back the two feet (left and right), and moving hands in the 
Udvestfta and Apaviddha movement. 

89. Ardhamatalli—feet to be drawn away from the position 
in the Skhalita K., left hand Reeita, and afterwards to be put on 
the hip. 

90. Reeitanikuttita—the right hand to be Reeita, left foot 
Udghattita (=* Nikuttita), and the left hand with Dola gesture. 


84 (B.84, G. 81). 

85 (B.84, G.82). / For nivariayet, B. G. read vivartayet, and for 

nivrttam B. vivrttam and G. vivariac. 86 (B.86, G.83). 

87 (B.87, G.84J. 1 For vneika karana, B.G. read vrseika carana. 

But NS. does not know any carana or carl of this name, while a K. 
of tliis name occurs, and one karana is very often used to define another 
karana ; see texts for 84 above, 103 and 107 below. In all these cases 
some mss. read karana instead of carana. 

88 (B.88, G.85). 

89 (B.89, G.86;. 1 skhalitkfia& tan padan feet drawn away from 

the position of the skhalita K. 

90 (B.90, G.87). 1 According to Ag. udghattita ■= nikuttita for 

which see above 70 note. 





worn i° 



■IV. 100 ] DESCRIPTION OF THE CLASS DANCE 53 

91. Padapaviddhaka—the Katakamukha hands with their 
back against the navel, and feet to be in Suci and [then] the 
Apakranta Carl 


92. Valita—hands to be Apaviddha, feet to be in Suci Carl 
Trika turned round [in the Bhramari Cari]. 

93. Ghurnita— the left hand in Valita and moved round, 
the right hand with Dola gesture, and the two feet to be drawn 
away from each other from the Svastika position. 


94. Lalita—the left hand with Karihasta gesture, the 
right one to be again turned aside (Apavartita), two feet to be 


moved up and down. 

95. Dandapaksa—observing TTrdhvajanu Cari, Lata hands 


to be placed on the knee. 

96. Bhujahgatrastarecita —the feet to be in Bhujahgatrasta 
Cari, the two hands to be Recita and moved to the left side. 

97. Nupura—the Trika to be gracefully turned round, [in 
the Bhramari Cari] the two hands to show respectively Lata and 
Recita gestures, and the Nupurapada Can with the feet. 

98. Vai^akharecita—hands and feet to be Recita, so the hip 
and the neck, and the entire body in Vaisakha bthana (posture). 

99. Bhramaraka—Svastika feet in Askipta Cart, hands 
in Udvestita movement, and Trika 1 turned round [in the 
Bhramari Cari], 

100. Catura—the left hand with Ancita, (Le. Alapallava) 1 
gesture, the right hand is with Catura gesture, the right feet in 
Kuttita (i-e. Udghattita) pose. 


91 (B.91, 0.88). 92 (B.92, 0.89). 

93 (B.93, 0.90). 1 For valita. BO read vartita. 

94 (B.94, 0.91). 1 See NS. IX. 191. 

95 (B.95/ G.92). 96 (B.96, 0.98). 97 (B.97, 0.94). 

98 (B.98, 0.95). 

99 (B.99, G.96). 1 Trika used here and many times afterwards 

means the trtkasthi (sacrum) the lowest point in the vertibral column 
where the two other bones of the legs meet. 

100 (B.100, G.97). 1 This is Ag’s interpretation of Ancita. 

3 This is Ag’a interpretation 
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101. Bhujangahcita—the feet in Bhujahgatrasita Cari, the 
right hand Recita, the left hand with Lata gesture. 




102. Dandakarecita—hands and feet to be freely thrown 
about on all sides like a staff (danga), and the same hands and 
feet to be Recita afterwards. 

1()&. Vrscikakuttita—assuming the Vrscika K. and the 
hands with Nikuttita movement. 1 


104. Katibhrant i—the Sue! Cari, the right hand with the 
Apaviddha (Aviddha) gesture and the hip to be moved round. 

105. Latavrscika—a foot to be Ancifca and turned back¬ 
wards, and the left hand to be with Lata gesture its palm and 
fingers bent and turned upwards. 

106. Chinna—the Alapadma hand to be held on the hip 
which in Chinna pose, the body in the Vaisakba Sthana (posture). 

107. Vr^cikarecita—assuming the Vrscika K„ the two 
hands in the form of a Svastika gradually to be Recita and 
to show Viprakirna gesture. 


108. VrScika—the two hands bent and held over the 
shoulders, and a leg bent and turned towards the back 1 - 

109. Vyamsita—assuming Alidha Sthana, the two hands 
to be Recita and held on the breast and afterwards moved up and 
down with Viprakirna gesture. 

110. Parsvanikuttaka—Svastika hands to be held on one 
side, and the feet to be Nikuttita* 1 

111 Lalatatilaka—after assuming the Vrscika. K. a mark 

(tilaka) in the forehead to be made with a great toe. 

112. Krantaka—bending a Kuucita leg behind the back, 
the Atikranta Cari, then the two hands to be thrown down. 


101 (B.101, G.98). 102 (B.102, 0.99). 

I OH (B.10S, 0.100). 1 See above 70 note. 104 (B.104, 0.101). 

105 (B.105, 0.102). 106 (B.106, G.108). 107 (B.107, 0.104). 

1U8 (11.108, G.106). 1 Ag. interprets the passage differently. 

109 (B»l09, G.106). 110 (B.110, 0.107). 1 See above 70 note, 

ill CB»lil, 0.108). 112 (B.llsj, 0.109). 
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113. Kuncita—a leg to be first Aficita and left hand to be 
held on the left side with its palm upwards.' 

114. Cakrftmandala—the inner Apaviddha (Additii) 1 Carl 
with the body bent and held down between the two arms hanging 
straight. 

115. Uromandala—two feet drawn away from the Svastika 
position and used in Apaviddha (Addita) Cari and hands in 
Uroman dala gesture. 

1 LG. Aksipla—hands and feet to be thrown about swiftly 

in this Karana. 

* 

117. Talavilasita—foot with the toe and the sole turned 
upwards and held high on the side, and the palm of hands bent. 

118. Argala—feet stretched backwards and kept two Talas 
and a half apart, and hands moved in conformity with these. 

119. Viksipta—hands and feet to be thrown backwards or 
sideways in the same way. 

120. Avarta—the Kuncita feet put forward and the two 
hands moved swiftly to befit the dance. 

121 Dolapada—the Kuneita feet thrown up, and two hands 
swinging from side to side in a manner befitting the dance 

122. Nivrtta—hands and feet first thrown out, and the 
Trika to be turned round and the two hands to be Recita. 

123. Vinivrtta—observing the Suet Cari, the Trika to be 
turned round and hands to be Recita. 

124. Parsvakranta—observing the PMvakranta Cart, 
throwing out hands towards the front, and moving them in a 
manner befitting the dance. 

113 (B. 113, Or. 110). 

114 (B.114, 0.111). 
which-awe NS. XI. 22. 

116 (B.116, G.113). 

119 (B,U9, 0.116). 

122 (B.122, 0.119). 

IgS (B.123, 0.120). 

f; 

I 1 > 


1 According to Ag. apaviddha -■ (Hitjtfn can for 
115 (B.l 15,0.112). 

117 (B.117, 0.114). 118 (B.118, 0.115). 

120 (B.120, 0.117). 121 (B.121, 0.118). 

1 For nivrtta, B. reads vivrtta. 

124 (B.124, 0.121), 
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125. Nisumbhita—a foot bent towards the back, the breast 
raised high, and the hand held at the centre of the forehead {tilaka). 1 

126. Vidyudbhranta 1 —foot turned backwards and the 
two hands in the Mandalaviddha 2 gesture stretched very close to 
the head. 



127- Atikranta—observing the Atikranta Carl, the two 
bands stretched forward in a manner befitting the dance. 


128. Vivartitaka—hands and feet to be thrown out, the 
Trika to be turned round and hands to be Recita 

129. (lajtk lid it a— the left hand bent and brought near the 
[left] ear, and the right hand • in Lata gesture and the feet 
Dolapada Carl.' 

130. Talasamsphotita 1 —a foot to be swiftly lifted up and 
put forward, the two hands showing Talasamsphotita 2 gesture. 

131. Garudaplutaka—the two feet to be stretched back¬ 
wards and the two hands --right and left—to be respectively with 
Lata and Recita gestures, and the breast raised up. 

132. Gandasuci—the feet to be in Suci position, the side to 
be Unnata, one band to be on the breast and the other to bend and 
touch the cheek. 

133. Parivrtta— the hands raised in Apavestita gesture, 
the feet in Suci position, the Trika is turned round (in the 
Bhramari Cari).~ 

134. Pargvajanu—one foot in Sama position and the 
opposite thigh raised, and one Musti hand on the breast. 

135. Grdhravalinaka—one foot stretched backwards and 
one knee slightly bent and the two arms outstretched. 


- — -- ^ - 

125 (B.125, G.122). 1 Ag. interprets differently 

126 (B;126, G-123). 1 Ag- interprets differently. 

3 Nowhere defined in N8. 127 (B.127, G-124). 

128 (B.128, G.125). 129 (B.129, G.126). 

180 (B.130, G.127). 1 A?, interprets the passage, differently. 

3 Defined nowhere in N$. 

131 (B.131, G.128). 132 (B.182, G.129). 138 (B. 138, G. 130). 

184 (B.I34, G.181). 135 (B.135, G.182), 
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136. Sannata—after jumping, the two feet are to be put 
forward in Svastika form and the two hands to show Sannata 1 
(ie. Dola) gesture. 

137. Suci—a Jvuncita foot to be raised and put forward on 
the ground, and the two hands to be in harmony with the per¬ 
formance. 

138. Ardhasuol—the Alapadma hand is held on the head, 
the right foot is in Suci (karana) position. 

139. Sucividdha— one foot of Suci Karana being put on 
the heel of another foot, the two hands to be respectively put on 
the waist and the breast. 

140. Apakranta—after making the Yahta tlngh,^ Apakranta 
Cari is to be performed, the two bands to be moved in harmony 
with the performance. 

141. Mayuralalita— after assuming the Vrseika k. two 
hands to be Recita, and the Trika to be turned round [m the 
Bhramari Carl]. 

142. garpita—the two feet to be moved from the Ancita 
position and the head with Parivahita gesture, and the two hands 

are Recita. 

143. Dandapada—after the Nupura Cari, Dandapada Carl 
should be observed and the aviddha (vaktra) hand should be s own 

quickly. 1 

144. Harinapluta— after observing the Atikranta Carl one. 
jumps and stops, and then one of the shanks are bent and 

thrown up. 

145. Prenkholitaka—after observing the Dolapada Cari one 
is to jump and let the Trika turn round (in the Bhramari Cari and 
come at rest. 


135 (B.136,0.133). 
137 (B.137,0,134). 
140 (B.140, 0.187). 
142 (B.142, G.139). 
145 (B.145, 0.142). 
8 


1 According to Ag. Sannata=Dolahasta. 

138 (B.138,0.135). 

141 (B.I41, 0.138). 

143 (B.143,0.140). 144 (B.144,0.141). 

1 Defined nowhere in NS. 
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146. Nitamba— arras to be first thrown up and hands to have 
their fingers pointing upwards and the Baddha Cari to be observed. 

147. Skhalita- after observing Dolapada Call, hands with 
Reeita gesture to be turned round in harmony with this. 


148. Krihasta—the left hand is to be placed on the 
breast, the palm of the other hand to be made Prodvestitala, the 
feet to be Aucita. 


149. Prasarpitaka—one hand to be Reeita and the other 
with Lata gesture, and feet to be Samsarpitatala ( = Talasancara). 

150. Sinihavikridita—after observing the Alata Carl one 
is to move swiftly and hands to follow the feet. 

151. Simhakarsita—one foot to be stretched backwards and 
hands to be bent and turned round in the front and again to be bent. 

152. Udvrtta—hands, feet and the entire body to be moved 
violently (lit. thrown up) and then Udvrtta Carl to be observed. 

153. Upasrtaka—observing Aksipta Carl and hands in 
harmony with this Cari. 

154. Talasamghattita—observe the Dolapada Cari two 
palms will' clash with each other and the left hand to be 
Reeita. 


155. Janita—one hand to be on the breasti, the other 
hanging loosely and observing Talagrasamsthita (Janita) Cari. 

156. Avahitthaka—after observing Janita K. raising hands 
with fingers spread out and then letting them fall slowlj 7 . ■ 

157. Nive<Sa—the twe hands will be on the breast which 
should be Nirbhugna and the dancer should assume Mandala 
Sthana (posture). 


146 (B.146, G.143). 147 (B.147, G.144). 148 (B.148, G.145). 

14!) (B.149, G.U6). 150 (B.150, G.147). 151 (B.151, G.148). 

152 (B.152, G.149). 153 (B.153, G.150;. 154 (B.154, G.151> 

155 (B.155, G.152). 1 According to Ag. Talagrasamsthita pada 

means Janita cari. 

156 (B.156, G.153). 


157 (B.157, G.154). 
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158. Elakakridita—jumping with Talasaiicara 1 feet and 
coming to the ground with the body bent and turned. 

159. Urudvrtta—a hand made Xvrtta (Vyavartita) and then 
bent and placed on the thigh, shanks made aficita and Udvrtta. 


160. Madaskhalitaka—-two hands hanging down, the head 
assuming the Parivahita gesture, the right and the left feet to be 
turned round in Aviddha Can. 


161. Visnukranta—a foot stretched forward and bent as if 
on the point of walking, find hands to be Recita. 

162. Sambhranta—a hand with Avartita (Vyavartita) move¬ 
ment placed on the thigh which is made Aviddha. 1 

163. Viskambha—a hand to be Apaviddha, 1 Suci Cars, foot 
to be made Nikuttita and the left hand on the breast. 

164. Udghatta—feet to in Udghattita 1 movements and 
hands in Talasamghattita movement 2 are to be placed on two sides. 


165. Vrsabhakrtdita—after observing the Alata Cars two 
hands to be made Recita, and afterwards these should to be made 
Kuncita-and Aficita. 


166. Lolita—hands on the two sides to be Reicta and 
Aficita, and the head Lolita and Vartita. 


167. Nagapasarpita—to draw back feet from Svastika 
position and the head to be Parivahita and hand to be Recita. 


158 (B.158. G.155). 1 Same &$agratalasaticara, see NS. X. 46* 

159 (B.159, 0.156). 

160 (B.160, G.157). 1 Defined nowhere in NS. 

161 (B.161, G.158). 

162 (B.I62, G.159). 1 Defined nowhere in NS. «r 

163 (B.163, G.160). 1 Defined nowhere in NS. 

164 (B.164, G.161). 1 Defined nowhere in NS. 

4 Defined nowhere in NS. 

165 (B.165, G.162). 1 Detiued nowhere in NS. 

166 (B.166, G.163). 

167 (B.167, G.164). 1 Defined nowhere iu NS. 
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168. Sakatasya—beginning with body at rest, advancing 
with a Talasancara 1 foot and making the breast Udvahita. 2 

169 Gangavatarana—foot with the toes and the sole turned 
upwards, hands showing Tripotaka>ith the fingers pointing down¬ 
wards and the head being Sannata. 1 

The Angaharas 

170. I have spoken bf one hundred and eight Karanas. I 
shall now describe the different Angaharas. 

171-173. Sthirahasta— stretching two arms and throwing 
them up, taking up SamapSda Sthaua, the left hand stretched 
upwards from the level of the shoulder, taking up forwards the 
Protyalidha Sthana, then observing successively the NikutUta, 
Urudvrtta, Aksipta, Svastika, Nitamba, Karihasta and Katiechinna, 

*174-176. Paryastaka—observing Talapuspaputa, ^ A.pa- 
viddha, and Vartita Karanas, then taking up^ Pratyalldha Sthana, 
then assuming Nikuttaka, Urudvrtta, Aksipta, Uromandala, 
Nitamba, Karihasta, Katiechinna, Karanas. 

176-178- Sueividdha— after showing Alapallava (Aiapadma) 
and Suci (mukha) gestures assuming one after another Vibupta, 
Xvartita, Nikuttaka, Urudvrtta, Aksipta, Urnomapdala, Karihasta, 
and Katiechinna Karanas. 

178-180. Apaviddha-- Apaviddha and ^Sueividdha Karapas, 

then observing Udvestita K. with hands and turni n g the Trika, 


1 See above 158 note. 

» Defined nowhere in NS. 


B. reads udghatita. 


168 (B.168, 0-.16B). 

169 (B.169, G.166). 

3 Defined nowhere in NS. 

* For B.170-174 and 0.167-170 see 56-61 before. 

170 (B. 174, 0.171). 1 Defined nowhere in NS. 

rL-173 (B.1 75-177, G.172-174). 1 Definition of the angaharas 
ave been translated like the karanas ; above see. 62 note. Angharas are 
tostly combinations of the karanas. 

174-176 (B. 178-180a, G.175-176). 1 G. Omits !75b. 

176-178 (B.180b.-182a, G.177-179a). 

178-180 (B.182b-184a, G.179b-180). . 
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showing with hands Uromandalaka gestures and assumiug Kati 
chinna Karana. 

180-182. Aksiptaka—assuming successively Nupura, Vik- 
sipta, Alataka, Aksipta, Uromandala, Nitamba, Karihasta and 
Katicchinna Karanas. 

182-184. Udghattita 1 —moving Udvestita and Apaviddha 
(Aviddha) hands and the two feet to be Nikuthta, and again 
changing them to Uromandala gesture and then assuming-succes¬ 
sively Nitamba, Karihasta and Katicchinna Karanas. 

184-187. Viskambha—hands by turns made Udvestita, feet 
are successively made Nikuttita and bent, then assuming Urudvrtta 
K. hands to be made Caturasra 1 and feet Nikuttaka, assuming 
then Bhujangatrasita K. hands to be made Udvestita, assuming 
Chinna and Bhramaraka Karanas while Trika is to be moved, 
then Karihasta and Katicchinna Karanas to be assumed. 

187-190. Aprajita—assuming Dandapada K., hands having 
Viksipta and Akspita 1 movement, then assuming Vyamsita K. the 
left hand moving along with the left foot, then hands being Catu- 
rasra and feet having Nikuttaka movement, assuming Bhujangatra- 
sitaK. and hands having Udvestita movement, then assuming 
successively the two Nikuttakas (i. e. nikutta and ardhamkuttaka), 
Aksipta, Uromandala, Karihasta, and Katicchinna Karanas. 

190-192. Vlskambhapasrta—assuming Ivuttita and Blm- 
janga tribute Karanas, Recita hand to show the Pataka gesture, 
then to be assumed successively Aksiptaka, Uromandala, Lata, 

Katicclieda Karanas. 

192-195. MattSblda—assuming Nupal-a K. by turning 
Tirka, then assuming Bhojangatnfeita K. assuming next R ec ita K. 


<SL 


180-182 (B.I84b-l86a, G.18L-182). 

188-184 (B.l86b-188a, G.188-184). 1 In the definition of ahgahara 
this term has been equated with nrtta or dance. 

184-187 (B.188b-191a, G.185-187). 1 Defined nowhere in NS. 

187-190 (B.19lb-194a, G. 188-L89). 1 Defined nowhere in NS. 

190-192 (B.194b-196a, G.190-191). 

192-195 (B.196b-I99a, G.192-194). 
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with the right foot, and then assuming successively Aksiptaka, 
Chinna, Bahyabhramaraka, Uromandala, Nitamba, Karihasta, 
Katiccheda Karnas. 


196-197’. Svastikareclta 1 —hands and feet are Recita, then 
assume Vr&ika K. and again repeat this movement of the hand 
and feet, and then Nikuttaka K. and the Lata gesture alternately 
with the right and the left hand, and then Katicchinna K. 


197-200. Parsvasvastika—assuming (Dik-) Svastika from 
one side and then the Ardhanikuttaka, all these to be repeated 
on the side, her the Ay rtta (vyaavartita) hand to be placed on the 
thigh, then to assume successively Urudvrtta, Aksipta, Nitamba, 
Karihasta and Katicchinna Karanas. 


200-202. Vr^cikapasrta—assuming Vrscika K. holding the 
Lata band to be held on the nose, after moving the same hand in 
Udvestita movement, then assuming successively Nitamba, 
Karihasta and Katicchinna Karanas. 

202-204 Bhramara—assuming successively Nupurapada 

Aksiptaka Katicchinna, Suclviddha, Nitamba, Karihasta, Uro* 

mandala and Katicchinna Karanas. 

• • « 

- 204-206. Mattaskhalitaka—asuming Matalli K. and moving 
round the right hand and bending and placing it near the (right) 
cheek, then assuming (successively) Apaviddha. Talasamsphotita, 
Karihasta and Katicchinna Karanas. 

206-208. Madavilasita—moving with Dola hands and 

Svastikapasrta feet, making hands Aiicita as well as Valita and 

then assuming successively Talasamghattita, Nikuttaka, rudvrtta, 

Karihasta and Katicchinna Karanas. 

• • 


195-197 (R.l99b-201a, G. 195-196). ' In the translation of this K. 

Ag. has been followed. 

197-200 (B.2Olb-204a, 0,197-199). 1 In the translation of this K. I 
have followed Ag. 

200-202 (B.204b-206a, G.200-201). 

202-204 (B.206b-208a, G.202-203). 

204-206 (B.208b-2)0a, G.204-205). 

206-208 (B.210b-212«, G.206-207). 
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208-210. Gatimandala—after assuming Mandala Sthanaka 
and making the hands Recita and the feet Udghattita assuming 
successively Matalli. Aksipta, Uromandala and Katiccheda 
Karanas. 


210-212. Paricchinna—after the Samapada Sthan 1 assum 
ing Paricchinna (i.e- Ohinna) K then with Aviddha foot assuming 
Bahya Bhramaraka 1 and with the left foot assuming Suci K. and 
than observing (successively) Atikranta, Bhujangatrasita, Karihasta 
and Ivaticchinna Karanas. 

• O 

212-216. Parivrttakhreeita—holding on the head hands in 
loose Svastika form and them after bending the body the left hand 
to be made Recita, and raising the body, again the same hand 
to be made Recita, after this hands to show Lata gesture and 
assuming successively Vrsoika, Recita, Karihasta Bhujangatrasita, 
2tksiptaka Karanas then have Svastika foot; all this to be 
repeated after turning back completely, then assume (successively) 
Karihasta. 


216-219. Vai&ikharecita—along with body the two hands 
to be made Recita and all this is to be repeated with the body 
bent, then observe Nupurpada Car/ and Bhujangatrasita, Recita, 
Mandalasvastika, afterwards bending shoulder Urudvrtta, Aksipta 
Uromandala Karihasta’ and Katicchinna Karanas are to be 

f « • • 

assumed. 


219-221. Paravrtta—assuming Janita K. and putting for¬ 
ward a foot, then assuming Alataka K. and turning the Trika, [in 
the Bhramri Oari"] afterwards the left hand bend and to on the 
cheek, then assuming Katicchinna Karana. 


208-210 (B.2l.2b-2l4a, G.208-209). 

210-212 (B.2l4b-2l6a, G.. 10-211). 1 According to Ag (I,p.l52) 
b'thya bhramaraka seems to mean a can of that name. But it seems that 
hy this bhramaraka, the movement known as bkrainari has been meant. 
See M. Ghosh AD. 289ff. also A. K. Coomaraswamy. MG. p.74. 

212-216 (B.2l6b-220a, G.212-215). 

216-219 (B.220b-223a, G.216-218). 

219-221 (B.228b-225a, G.219-220), 
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'■£/ 221-223. AJataka—assuming Svastika, vyamsita [in it 

hands being Recita], Alataka, Urdhvajanu, Nikuucita. Ardhasuci, 
Viksipta, Udvrtta, Aksipta, Krikasta and Katicchinna Karanas one 
after another. 


<SL 


223-225. Parlvaccheda —holding Nikuttita hands on the 
breast assuming Urdhvajanu, Aksipta, Svastika Karanas, Trika 
to be turned round, then Uromandala, Nitamba, Karihasta and 
Katicchinna, Karanas to be assumed. 

226- 227. Vidyudbhranta—assuming Suci K. using the left 
foot first, and Vidyubhranta K, using the right foot first, then 
Suci K. with the right foot moved first, and Vidyudbhranta with 
the left foot moved first, afterwards assuming Chinna K., and 
turning round the Trika, then Lata and Katicchinna Karanas. 

227- 229. Udvrttaka—assuming Nupurapada Cart hanging 
the right and the left hands by the side, and with them assuming 
Viksipta K., with these hands assuming [again] Suci K., and 
turning round the Trika [in Bhramari Cari] and then assuming 
Lata and Katicchinna Karanas. 

• O 

229-231. Alidha—assuming Vyamsita K,, striking the 
hands on the shoulder, and then Nupura K., with the left foot 
[moving first], afterwards Alata and Aksiptaka Karanas with 
the right foot [moving first] and then making Uromandala 
gestures with hands and assuming Karihasta and Katicchinna 

Karanas. 

• 

231-233. Recita—showing Recita hand, bending it on one 
side and making the [same] Recita movement and then repeating 
this movement after bending the entire body, assuming succes¬ 
sively Kupurapada, Bbujangatrasita, Recita, Uromandala and Kati¬ 
cchinna Karanas. 


221-223 (B.225b-227a, G.221-222). 
223-225 (B.227b-229a, G.223-224). 
225-227 (B.229b-231a, G.225-226). 
227-229 (B.23lb-238a, G.227-228). 
229-231 (B.238b-235a, G.229-230). 
231-233 (B.235b-237, G.231-232). 
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234-235. Acchurita—assuming Nupura K. and turning the 
Trika round, assuming Vyamsita K. and again turning round the 
Trikn, then assuming successively Alataka 1 K. from the left 
[side | and Slid, Karihasta and Katicchinna Karanas- 

23G-238. Aksiptarecita—Svastika feet to be in Recita and 
so the Svastika hands, then with the same (('.£• Recita) movement 
they should be separated, and with the same Recita movement they 
are to be thrown up, then assuming successively Udvrtta, Aksipta, 
Uromandala, Nitamba, Karihasta and Katicchinna Karanas. 

239-241. Sambhranta- assuming Viksipta K. throwing out 
the left hand with Suci gesture, the right hand placed on the breast, 
Trika to be turned [in the Bhramari Call] then assuming succes¬ 
sively Nupura, AksipL'L Ardhasvastika, Jsitamba, Ivaiihasta, 
Uromandala and Katicchinna Karanas. 

242-243. Apasarpita—observing Apakranta Cari and 
assuming Vyamsita K. with the hands moving in Udvestita 
manner, then assuming, successively Ardhasuci, Viksipta, Katic¬ 
chinna, Udvrtta Aksiptaka, Karihasta and [again] Katicchinna 

Karanas. 

244-245. Ardhanikuttaka observing swiftly Nupurapadika 
Cari, hands to move in harmony with the feet and Trika to turn 
round [in the Bhramari Can], then hands and feet to make 
Nikuttita movement, afterwards assuming Uromandala, Karihasta, 
Katicchinna and Ardhanikuttaka Ivaranas. 


The Recakas 

246. I have spoken of these thirtytwo Angaharas ; I shall 
now describe the four Recakas 1 ; please listen about them : 

247. Among the Recakas (he first is that of the foot (pada), 

234-235 (B.238-239, G. 233-234' 'Rend vamam cahdakam for 


ftkdam calatakam in B. , >n „ 1A , 

236^238 (B.240-242, G.235-237). . 239-241 (B.243-245, Cl.238-240). 

242-243 (B.246-247, 0.241-242). 244-345 (R.248-249, G.213-244). 

246 (B.250, G.245). 1 For the relation between Recakas and the 

Angaharas and the use of the Recakas see Ag, 


247 (B.251, G.246), 
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the second is that of the waist {kali), the third is that of the hand 
{hasta) and the fourth is that of the neck (griva). 

248. The term Recita [relating to a limb] means moving 
it round separately (ie. not in any Karana or Carl) or its drawing 
up or its movement of any kind separately. 

249. Pada-recaka—Going from side to side with wavering 
feet or with differently moving feet, is called their Recaka. 

250. Kati-reeaka—Raising up the Trika and the turning 
of the waist as well as its drawing back, is called the Kati-recaka. 

251. Hasta-reeaka—Raising up, throwing out, putting 
forward, turning round and drawing back of the hand is called its 
Recaka. 

252. Griva-recaka—Raising up, lowering and bending the 
neck sideways, and other movements of if are called its Recaka. 

253-254. Seeing Samkara (Siva) dance with Recakas and 
Ahgaharas, Parvati too performed a Gentle Dance (lit. danced with 
delicate forms) 1 , and this dance was followed by the playing of 
musical instruments like Mrdahga, 1 Bheri, Pataha, Bhambbs 3 , 
Dindima, Gomukha, Panava and Dardura. 

255. [Besides on this occasion] MaheMra (Siva) danced in 
the evening after the break-up (lit. destruction) of Daksa’s sacri¬ 
fice 1 with different Ahgaharas and in conformity with proper time 
beat {tala) and tempo {laya). 


249 (B.253, G.248). 
251 (B.255. G.250). 


248 (B.252, G.247). 
250 (B.254, G.249). 


252 (B.256, G.251). 

253-254 (B.257-258, G.252-253). 1 R"ad nriyanti sma ca t&rvah 

Ag* I- p. 203. 

2 mrdahga, bheri, pataha. bhambha, dinitima, dardura and panava 
are drums of different sizes and shapes, and made of different materials 
such as clay, wood etc. Of these bheri, panava and gomukha (possibly 
a liorni have been mentioned in the Bhagavad-gita, ch. 1.13. 

- B. read jhanjhya (pa. bambha). 

255 (B.259, G.254). '.The story of the break-up of Daksa’s sacrifice 
occurs in two different' formB in the Bhagavata and the Varaha P, 
See JK. underl:Dakf?n 
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250. Ganaslike Nandin and Bhadramukha seeing then 
[in coarse of this performance of Siva], Pindibandha [° Cl eren 
dance forms] gave names to them [and imitated these] well. . 

257-263. Names of Pindis specially attached to different 
gods and [goddesses are as follows]: Siva Visa, Nan in . ajsl, 
Candika (Kali)-Simhavahini, Visnu-Tarksya, Svayambhu 
(Brahman)—Padma (lotos), Sakra (Indra)-Arravati Manmatha 
-Jhasa, Kumara (Kartikeya)-Sikhi (peacock), bn Laksun)-Ulu 
(owl), Jahnavl (Ganga)-Dhara, Yama— -Pala, Vaiu^a i a i, 
Kuvera (Dhanada)—Yaksl, Bala (rama)—Hala (pJ 0U gH J 10 " m 
(serpents)—Sarpa, GaneSvaras (the lords of Ganas) DaksayajUd- 
vimardini, The [ Pinll ] of Siva, the killer of Andhaka , will be 
Raudri in the form of his trident. The Pindis of the remaining 
gods and goddesses will be similarly named after (lit. marked with) 
their own banners 3 . 

268-264. After inventing the Recakas, Angahaias and 
Pindis, Siva communicated them to the sage landu 
his turn made out of them dance togethei vith son to s an 


<SL 


256 (B.260,0.255). 1 Pindibandha- kg. (L > 

words as follows:-f*fM 1 2 . 

ffcHw. fWlW tfo] From these quotations it is 

apparent that Ag. had no definite idea about the }irj4' an a or in.*. 
But the word occurs in the following couplet of a .later ,„wor 

dramaturgy (Bh P. p.264): , 

'tWwv'i* m ' IWN-wW*"*- 'I****" 

Prom the above quotation the meaning of the word seems to be * 
relating to group-dance. For more about Pi^bandha see 2o7-262, 
284-285, 291-294 below- 

257-262 (B.26l-266a, 0.256 261). 1 Oaue^vari means relating to 

Oane^varas or lords of hosts ; see above NS. III. 31,58 and Ill. 1-8 note 7. 

2 The story of diva’s killing the Asura Andhaka occurs, in lvuu, 

Hraivam^a and several Puranas. See JK. sub voce. 

8 B. omits 263b altogether. 

263-264 (B.266b-268a, 0.262-263). 1 Tandu’s name does not seem 

to occur in any extant PurSna. It is just possible that the name of 
this muni has been derived from tandrna a non-Aryan word which 
originally may hltve meant dance. 
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instrumental inusic ; and hence this dance is known as Tandava 
(ie. of Tandu’s creation). 


The sag<?6 speak 

205. Use of Gestures etc. ( abhinaya) having been devised 
by the experts, for drawing out the sense [of songs and 
speeches in a play] what led” to the making of dance ( vrtta ), 
and what is its nature ? 

206. Why is dance made in connexion with the Asarita 
songs ? It does neither relate to its meaning nor reflect its 

spirit. 

207. [In answer to these questions] it is said that the 
dance is occasioned by no specific need ; it has come into 
use simply because it creates beauty. 

208. As dance is naturally loved by almost all people, it is 
eulogised as being auspicious. 

269. It is eulogised also as being the source of amusement 
on occassions of marriage, child-birth, reception of a son-in-law, 
general festivity and attainment of prosperity. 

270. Hence the host of Bhutas have ever praised * 1 * the 
Pratiksepas 3 which are used in songs and in regulating the division 
of dances. 

271. Biva (lit. god) too was pleased to say to Tapdu, 
“Perform this dance in connexion with the singing of songs. 


265 (B 268b-269a, 0.264). 
nrtiarn in 205b. 

206 (B.269b-270a, 0-265). 
268 (B.2711>272a, 0.267). 
270 (B.273b-274a, 0.269). 


B. reads tasnian nrttam for kasman 


267 (B.27Ob-271 a, 0.266). 

269 (B.272b‘273a, 0.268). 

us.z/30-.'*- ....... 1 for frakirtM, B.G. read frawrUtal,. 

. <1. p.182) Mm this term « follows 

271 (B.274b-275a, 0.270). 1 For tan,Ink smtotaparvakam. This 

1 1 l Arr (\ 1ft] ) 'inti it to be tllO CCH’llH t 

variant lias been recorded by Ag. 0-181) -u.U it 

reading. B.O. read taw]ustwylavai»irvakavi. 






MIN/Sr/f,, 


-IV. 278 ] DESCRIPTION' OF THE CLASS DANC& 

272. The Class Dance (tandava) 1 is mostly to accompany 
the adoration of gods but its gentler form ( sakimat'^-praijoij a ) 
relates to the Erotic Sentiment. 

The Yardhamanaka 

273. Now while coming to discuss the Yardhamanaka I 
shall describe the rules regarding the performance of the Class 
Dance (tandava) as it was performed by Tandu. 

274. As in its performance ICala and tempo ( l&ya ) attain 
vrddhi (increment) due to the increment of Aksaras it is called 
the Vardhamanaka. 

The Asarita 

,275. After setting down the musical instruments (leutapa) 
the producers [of plays] should get the Asarita performed. 

27 G. Then after the Upohana has been performed to 
the accompaniment of drums 1 and stringed instruments, a female 
dancer should enter [the stage] with the playing of drums 
- [only]. 

277. This playing of the [instrumental] music should be 
in pure Kanina 1 and Jati 2 . And then a Cart should be performed 
with steps in accompaniment of music. 

278. On entering the stage with flowers in her hands the 
female dancer should be in the Vaisakha Sthana (posture) and per¬ 
form all the four Recakas (t.a. those of feet, hand, waist and neck). 

272 (B.275b-276a, G.271). 1 The tandava has been translated by 

some as'wild dance’ (Haas, Dasampa, p.5), but the adjective seems to 
be misleading. From the present chapter of the NS, it appeal's that 
the word meant ‘class dance’ which has been codified. It is to be distin¬ 
guished from the. folk dance mentioned in later works. Tanclava was 
no exclusively male dance. For the illustrations of the karanas taken 
out of old das reliefs and printed in the Baroda ed. of the NS. show 
that these were performed by women as well. These karanas were evidently 
elements of tandava ■ lusya performed by women was only a gentler form 
of the tdnfjava. 

273 (B.276b-277a, Or.272). 374 Hh277b-278a, G.273). 

275 (B.278b-279a, Cr.274). 276 (B.279b-290a, G.275). 

277 (B.280b-26la, G.276). * 278 (B.281b-282a, 0.277 >. 
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279. Then she should go round the stage scattering flowers 
from her hands to gods, and after bowing to them, she should make 
use of different gestures ( abhinaya ). 

230. Instrumental music should not he played when there 
is any song to be delineated by gestures, but at the performance 
of Angaharas drums must be employed. 

281. The playing of drums (lit. instrumental music) during 
the Class Dance should be Sama, Rakta, Vibhakta and distinctly 
heard (sphuta) on account of clear strokes and should be properly 
following different aspects of the dance. 

282. After following the song [with her dance] the dancer 
should make her exit and others [like her] will enter [the stage] 
in the same manner. 

283. These other women will in due order form Pindis 1 
and till all these are formed they will perform the Paryastaka. 

284. After forming [Pindis] these women will make their 
exit, and during the formation of the Pindis an instrumental music 
which has various Oghas and Karanas should be played, and it 
should be similar to the music at the time of the Paryastaka. 

285-287. Then this Upohana should bo again performed as 
before and the Asarita too; a song also should be sung and a 
female dancer should enter the stage in the manner described 
before, and she should delineate [the meaning of the song in the 
second Asarita by suitable gesture] and translate the subject- 
matter ( vantv) 1 into a dance, 

288. After finishing the Asarita the female dancer should 
make her exit, and then another female dancer should enter the 
stage and make a similiar performance. 

289. Thus at every step the ‘rules of Asarita should^be 
followed by singers as well as players of the instrumental music. 

279 (B.282b-283a, G.278). 280 (B. 283b-284a, G.279). 

281 (B.284b-285a, G.280). 282 (B.285b-286a, G.281). 

283 (B.236b-287a, G.282). ' Son above 282 note 2. 

284- 285 (B.287b-288, G.283a-284). 

285- 287 (B.289-291a, G.284b-285 , 286). 1 For vaslu (padavastu) sec 

Malavi. U. 0, 5, 8, 13, 14. 288 (B,29ib-292a, G.287). 
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290. [During all these performances] the first foot 1 of the 
song should be sung once, the second twice, the third thrice, and 
the fourth four times. 2 

291. The Pindis have four varieties Pindi [proper] 
Smkhalika, Latabandha, and Bhectyaka. 1 

292. ' The name Pindi or Pindibandha is due to its being a 

• • / 

Pindi (lump), a cluster {gulma) 1 is called Smkhalika*, and that 
which is held together [as it were] by a net, is Latabandha 8 , and 
Bhedyaka 4 is to be the (separate) dance of one individual. 

293. The Pindibandha is to be applied in the first (lit. 
shortest Asarita), Srnkhala at the transition of tempo, the 
Latabandha in the middle one and .the Bhedyaka in the 
longest (i e. Asarita). 


289 (B.292b-293a, G-.288). 1 Vastn here means fiadavasto, See 

above 285-287 note. 

2 These dsaritas were distinguished by .the kalas of time they 
required. According to Ag. (1.185) the shortest asarita takes up 
seventeen kalas , the medium asarita thirty-three kalas and the longest 
asarita sixty-five kalas. 

290 (B.293b-294a, G.289). 1 It is implied that each each of these 
groups of song • should be followed by dance of different dancers. 

291 (B.294b-295a, G.290). 1 See notes 256 above. In the BhP, 
(p. 246) occurs the following passage :— 

; W i rrw^T*ri i II 

i st srjt w 

vfv: 5 "S I fq'jii’WV II 

Prom this it is quite clear that the pindibandha relates to the grouping 
of dancers. Of these the gulma is a general collective dance, the sntkhala 
Is the dance in which partners hold one another s ■ hands, the laid is 
the dance of two putting their arms around each other, and the bhedyaka 
is the dance of each one Separately away from the group. The section 
292 below does not quite agree with this view. 

292 (B.295b-29Ga, G.291). 1 See above 291 note. 

2 BhP. docs not identify the gulma and-th e.srhkhalikd. 

*• See above 291 note 1. 4 See above 291 note 1. 

6 See above 29], note 1. 6 stmrtla = ekanrtta -ekasya nrtla ; 

C i sakrt ( * once). 
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294. Origin (of Pindls) is twofold : Yantra and Bhadra- 
sana. 1 These should be learnt and properly applied by the 
producers [of plays]. 

The Chandaka 

295. In the Vardhamana the producer should thus use 
[dances]. I shall speak again about the rules regarding the 
performance of songs and Chandakas. 

296. I shall now speak of the dance and the instrumental 
music that should accompany songs consisting of the Vastu 1 as 
well as of their (Angas). During the performance of this song 
and music a female dancer should enter the stage; at that time 
all the drums are to be sounded and all the stringed instruments 
are to be played with Ksepa and Pratiksepn. 2 

298. First of all, the entire words (vastu) of the song 
should be represented by gestures, and next the same should be 
shown by a dance. 

299. Directions given above regarding the dance, use of 
gestures and the instrumental music will apply equally to the 
subject matter of the songs in the Asarita. 

300. This is the rule with regard to songs consisting of 
the Vastu. Now listen to description of songs made by Angas. 

301. Rules regarding the dance, use of gestures and the in¬ 
strumental music which apply to words (of songs) are equally appli¬ 
cable in case of Chandakas which are composed of their Angas. 

302. During the Mukha and the CJpohana the instrumental 
music should be played with heavy and light Aksaras by keeping 
them distinct (lit. separate). 

293 (B,296b-297a, G.292). 1 The distinguishing features of the 

three asurtias have been given in note to 289 above. 

294 (B.297b-298a, G.293). 1 J his passage is not clear. Ag’s 
explanation (I.p.l 93) of the yantra and the bhadrusana, is not convincing, 

295 (B;298b-299a, G.294). 

296*297 (B.299b-301a> G.295). 1 See above 285-287 note 1, 

2 For pratiksepa see above 270 note 2. 

298 (B.801b-302a, G.297). 299 (B.302b-303a, G.298), 

300 (B.803b-304a J 0.299), 
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303. When in course of a song some of its' parts are 

repeated, the parts uttered first should be delineated by gestures 
and the rest are to be translated into dance. 

304- 305, When in course of a song some of its parts are 
repeated it should be followed by the instrumental music which 
observes the rule of three Panis and three kinds of tempo. On an 
occasion like this the instrumental music should follow the 
[proper] tempo. 

305- 303. The Tattva, the Anugata and the Ogha relate to 

the Karana. Among these, the Tattva is to be applied in slow 

tempo, the Anugata in medium tempo and the Ogha in quick tempo. 
This is the rule regarding the instrumental music. [Different] paits 
of the song in case of a Chandaka are to be repeated. This is 
always the rule in [combining] the dance, Gestures and the song. 
In case of songs composed in one stanza ( nibaddhd ) commencement 
(graha of the playing of drums) should take place at their end, 
but in the repetition of the parts [of a large song] such 
commencement should take place from the beginning# 

The Gentle Dance 

309. This should be the procedure in performing the 
Asarita songs. Now consider [all] that relating to the adoration of 
gods as the Gentle Dance ( suktnava •)• 

310. The Gentle Dance with the Erotic Sentimen t [relates to] 
a dialogue between a man and a woman when they aic in love. 

Occasions suited to danco 

311. Now listen, O Brahmins, about occasions in plays 
when dance should be introduced in course of songs. 

312. Experts should apply dance when the principal words 
of a song [in a play] as well as its [ornamental adj unct known as] 

301 (B.S04b-305a, G.300). 302 (B.305b-306a, G.80i). 

303 (B.306b-307a, G.302). 304-305 (B.3 )7b-308a> G.303-304n). 

305-308 (B.308b-311, G.304b-307). 309 (B.312, G-30S). 

310 (B.313, G.309), 311 (B.314, G.310), 













Varna 1 comes to a close or when any character attains good 
fortune [in a play]. 


313. And dance should take place on an occasion in a play 
when something connected with love occurs between a married 
couple, for it (the dance) will be a source of joy. 

314. Dance should also take place in any scene of a 

p]rjy when the lover is near and a [suitable] season 01 the 
like is visible. , 


Occasions when dances are prohibited 

315. But dance should not be applied to the part of a 
young womar who is enraged ( lclmncLitci ), 1 deceived (vipvciloJ)dhci) < 
or separated L from her lover] by a quarrel (kalahcifttarila ) 9 . 

316. Dance should.not be applied also at a time when a 
dialogue is going on or when the belo\ed one is not near at 
hand, or has gone abroad. 

317. And besides this when one realises the appearance of 
one of the seasons or the like from the words of a Messenger, 
and feels eagerness or anxiety on account of this, no dance should 

be applied. 

318. But if during the performance of any part of the play 
the heroine is gradually pacified, dance is to be applied till its end. 

319. If any part of a play relates to the adoration of any 
deity one should perform there a dance with energetic Angaharas 
which Siva created. 

320* And any love-song mentioning relations between men 
and women should be followed by a dance with delicate Angaharas 
which Parvati (lit. the goddess) created. 


Playing of drums 


321. I shall now speak of the rules about the playing 


312 (B.315, 0.811). 
318 CB.3I6, 0.312). 
315 (B.318, 0.314). 
8 ibid. 215. 

317 (B.320„0.816). 
819 (B.S22 ,0.818). 


* See NS. (C.) XXIX. 19-32. 

314 (B.317, 0.813). 

i see NS. XXIV. 216. * ibid. 217. 

316 (B.819, 0.315). 

318 (B.821, 0.317). 

820 (B.323, 0.319)* 


of 
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drums which should follow four-footed Narkutaka, 1 Khafijaka* * 

and Parigitaka. . 

322. Playing of drums should begm with the ^ anmpata 
Graha at a time when a foot of the Dhruva of the Khan,a or the 
Nai’kuta class has been sung. 

323. In course of a Dhruva which consists of even number 
of feet with equal number of syllables the drum should be 
played with the Graha by the fore linger after its first foot has 

been sung. 

324. [After performing the Dhruva song wit i t le p aying 

of drums as directed above] this song should be repeated with 
proper gestures [to delineate it], and it should be again sung, and 
at the end of its last foot drum should be played. 

When drums are not to be played 
825 Drums should not be played at n time when the song 
or its Varnas have been finished or it is beginning afresh. 

326.' During the Antara-marga which may be made by 
Trantris or Karanas, the Class Dance should be followed by 
drums as well as the Sucl Carl. 

Ss7. One who will perform well this dance created by 
Mahesvara (Siva) will go [at his death] free from all sins to the 

abode of this deity. 

328 These are the rules"' regarding the Class Dance 
arising out of its application. Tell me what more I am to 
speak now about the rules of the Natyaveda. 

Here ends Chapter IV of Bharata’s Nstya&sfcra 
which treats of the Characteristics of the Class Dance. 


<SL 


821 (B-324, 0.320). ‘ See *8. (0.) XKXL 511 WL»MC 

* See K& (0.) XXXI. 511 ; XXXII. 434. 322 (B.325, 0,321). 

323 (B.326, 0.322). 324 (B ’ 327, G,323)< 

325 (B.328, 0.324). 326 (B ' 329 ’ G 325) * 

827 (B.330, 0.326). 828 (B ' 331 ’ G 32?> ' 






CHAPTER FIVE 
3 PRELIMINARIES OP A PLAY 

The Sages question. 

1-4. On hearing the words of Bharata who continued the 
topic of drama the sages were pleased in mind and said, “We have 
heard from you about the origin of drama 1 and the Jarjara 2 as 
well as [the means of] stopping obstacles 3 , and the worship of 
gods 4 . Having grasped the meaning we would like to know 
in detail (lit. exhaustively), O the very splendid one, about the 
Preliminaries with all their characteristics ; it behoves you, 
O Brahmin, to explain [everything] for our understanding [the 
same properly].” 

Bharata answers. 

6-6. Hearing these words of the sages Bharata spoke thus 
about the 1 rules of the Preliminaries : “O the^blessed ones, listen to 
me. I am speaking about the Preliminaries as well as of the Pada- 
bh&ga 7 , the Kalfis and the Walking-round 3 [which relate to 
them]. 

Preliminaries defined 

7. As it is first performed at the beginning ( pUi'vam ) in 
the stage (ramjet) it is called the tjMrvarahga) 1 Preliminaries. 

Parts of the Preliminaries 

8-11. Its dilierent parts which are to be performed in due 


1-4 (B.G. same). 1 See MB. I. 15*18* 3 See NS. I. 69-73. 

u See 'I. 54-68. 4 See NS. III. 

5-6 (B.G. same). 1 pacUibhaga— See NS. (0.) XXXI. 308-309. This 
Is a term relating to tala. 

8 Jato—unit of the time measure in music. Sec NS. (C.) XXXI. 008. 
On this Ag. (I. 211) says: e «sfv;i<fwsr ■ aar 

weiwffifewmf a:. 3 parivarta. On this see Mow 23.24, 65-89. 

7 (B.G. same). 1 BhP- defines purvraitga as follows \ ^iVrar: qi^wtvr. 
gfcfo. I 3* fasfl *15* «t*a: (SR. p. 742)1 The definition in 

the the comm, of DR. OH- 2) is corrupt. 8-11 (B.G. same). 
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order with the playing of drums and stringed instruments as well 
as with Recitatives • (jjathyn'), are as follows : Pratyahara 1 , 



Samghotana 7 , Margasarita 8 , and Asarita 9 of the long, the medium 
and the short types. These songs outside [the performace of a 
play] are to be sung by persons behind the curtain 10 to the 
accompaniment of drums and stringed instruments. 

12-15. Then after removing the curtain 1 , dances and' _ 
recitals 2 are to be performed with the playing of all musical 
instruments, and some song of the Madraka 3 class is to be sung, 
or one of the Vardhamanaka 4 class along with the Class 
Dance [suitable to it]‘should be applied, Then should take place 
[one after anotherj during the Preliminaries the following: 
Utthapana 5 , Walking round 6 . Benediction 1 , Suskapakrsta 8 , Rahga- 
dvara 9 , Cart 1 °, Mahacari 1 », Three Men’s Talk 12 and Laudation 13 . 

16. I shall now explain in due order the characteristics 
of all these which are to be included in the ceremony of the 
Preliminaries. 


1 See below 17. 2 See below 18 



4 See below 18. 
7 See below 20. 


binaries were performed on the stage covered with a front curtain much 
like the modern drop curtain. There were besides this, two curtains on 
two doors of the tiring room. It seems that the front curtain came into 
regular use in later times and especially at the end of each act. Cf. javant- 



12-15 (B.G. same). 1 The front curtain j see 8-11 note 10 above. 

2 Recitals of the Benediction (’Hindi) and the Laudation (prarocana) 



224tf. 5 See below 22-23. 6 Bee below 23-24, 65-89. 7 Boo below 


24-25, 107-113 3 See below 25-26, 118-116, 


9 See below 26-27. 


10 See below 27-28, 119-120. 11 See below 27-28, 127-130. 

1 * Bee below 28-29, 137*141. 18 See below 29-30, 141-142. 

16 (B.G. same). 1 It may appear that these items of the Prolimi- 








THE NATYASASTEA [ V. 38 

Narada pacifies the gods. 

38-41. Hearing these words of the gods Narada replied, 
‘‘Let the Nirgita dependent on the music of stringed instruments be 
not stopped, and this ( nirgita ) combined with the Upohana and 
accompanied by the music of stringed instruments will have seven 
forms. Enraptured (lit. bound down) by this Nirgita the Daityas 
and the Raksasas will not be provoked and they will not create any 
obstruction [of the performance], 

41- 42. This is the called Nirgita to satisfy the vanity of the 
Daityas while in honour of the gods it is called the Bahirgita. 

42- 44. This is to be played by experts in the Citravlna 1 
with metallic strings, and the performance should contain light 
and heavy syllables (aksara ) 3 and have Varaas 3 and Alamkaras 4 . 
It is called the Nirgita because in it there is sung a combination of 
sounds carrying no sense, and to satisfy the jealousy of the gods 
it is called the Bahirgita”. 

The gods are pleased with the Nirgita (Bahirgita). 

44- 45. The reason behind the Nirgita in its seven forms as 
well as the Utthapana and the like, will now be given. 

45- 54. ThePratyahara pleases the Raksasas (Yatudhana) and 
the Pannagas, while the Apsarasas are delighted with the Avatarana. 
The Gandharvas are pleased when the Arambha is performed, and 
in the performance of the AsravanS the Daityas take delight. The 
Yaktrapani pleases the Danavas and in the Parighattana the hosts 
of Raksasas are [again] pleased. By the Samghotana Guhyakas 
are satisfied, while the MSrgasSrita the pleases Yaksas. When 

37-38 (B.37b-38, G.36b-37). 38-41 (B.39-41, G.38-40). 

41- 42 (B.42, GUI). 

42- 44 (B.43-44/.G.42-43). 1 ciiravina—natyoparanjanartha yci vim ; 

a kind of Vina suitable for being played during the performance of a 
drama. 2 Syllables like ghrt and dm are heavy, and syllables like 
ma, la, ka, la are light. * * See NS. (C.) XXIX . 19-23. 

* See NS. (C.) XXIX. 24-75. 44-45 (B.45, G.44), 

45 54 (B.54b-55, 46-53, G .45-58). 
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songs ( (jitaka ) are sung the gods enjoy them, and Rudra with 
his followers is pleased by the performance of the \ ardhamana. 
Similarly in the performance of the Walking-round ( paiivai- 
tana) Lokapalas (the guardians of the worlds) are delighted, 
and the Moon-god is pleased with the Benediction. During 
the singing of the Avakrsta (Dhruva) Nagas are pleased, while 
Suskavakrsta (Dhruva) pleases the host of Pitis (ancestois). In 
the Rangadvara Yisnu is pleased, while the Jarjara, ceremony 
pleases the leaders of Vighnas. On the Carl being performed 
Uma takes pleasure while on the performance of Mahacari 
the Bhutas are delighted. 


<SL 


55. So much about worshipping the deities in different parts 
of the Preliminaries (purvaranga) beginning with the Pratyahata 
and ending in the [Maha] carl. 


56. O the best of Brahmins, in course of describing the 
different parts of the Preliminaries I have named the gods pleased 
by them and mentioned [the individual] parts of it in which they 
take delight. 

57-58. The performance of the Preliminaries which means 
worshipping the gods, is praised by them (ie. gods) and is con¬ 
ducive to duty ( dharma •), fame and long life. And this perfor¬ 
mance whether with or without songs* is meant for pleasing the 
Daityas and the Danavas as well as the gods (lit. denizens of the 
celestial region). 

59. I shall now tell you [afterwards] while discussing the 
rules of Dhruvas 1 the characteristics and function of performances 
with or without songs (saglta and nirglta ) as well As of the 
Vardhamana.* 


55 (B.58, G.54). 90 ^ B - 5 ^ Q '' 65) ' 

57-58 (B.58-59, Gh 50-57). 

69 (B.61, G.59). 1 See N& (C.) XXXII. 

* Before this couplet (59) B. reads orte additional Uoka (B. 60). 





IMHlSTQy 


frfiE NATXASASTRA 



17. Arranging 
called the Pratyahara * 1 . 


«.<SL 

The Pratyahara 

of the musical instruments (kutapa) is 


The Avatarana 

The seating of singers is called the Avatarana (lit. coming 
down) 2 . 


The Arambha 

18. The commencement of vocal exercise for singing 
( parigUa ) is called the Arambha (lit. beginning) 2 * * * * * . 

The Airavana 

Adjusting the musical instruments for playing them in due 
manner is called the Asravana. 

The Vaktrapani 

19. Rehearsing (lit. dividing) the different styles ( vrtti ) 
of playing musical instruments is called the Vaktrapani 9 . 

The Parighattana 

The strings of instruments are adjusted duly during the 
Parighattana 2 . 


aeries to be performed behind the front curtain, have been made needlessly 
elaborate. But it is not so. In ancient times people due to different 
conditions of their lives, were not so much punctual in coming to 
the theatrical show. They did not come to it all at once and at any fixed 
time. Quite a long time passed before they all assembled. Hence from 
behind the curtain the Director offered to the early-comers (naturally 
the people who had no haste in their lives) whatever they could, 
while preparing for the actual performance. Hence Ag. (I. p. 215) says 
that nine items of the Preliminaries were meant for a [common] women, 
children and fools. The same practice about the Preliminaries may be 
observed even now in case of the Yatras or the open air theatrical per* 
formauces in Bengal. 17 (B.Gk same ). 

1 For the arragement of the musical instruments see the diagram 2. 

2 For the position of singers see diagram 2. 

18 (B.G. same), 1 a&favana —For details about the performance of 

this see N8. (C.) XXIX. 120 ff. 

19 (B.Gk same). 1 vaktrapani —For details about the performance 

for this see N& (C.) XXIX. 131 ff. 

" parigkatfana —For the performance of this see No. (C.) XXIX. 

142-145. 
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The Samghotana 

20. The Samghotana 1 is meant for rehearsing the use of 
different hand poses [for indicating the time-beat]. 

The Margasarita 

The playing together [in harmony with one another] of 
drums and stringed instruments is called the Margasarita". 

The Ssarita 

21. The Asarita is meant for practising the beat of 
time-fractions ( kalapata ) 1 . 

The Application of songs 

And the Application of songs (gitavidhi) 2 is for singing the 
glory of gods. 

The Utthapann 

22- 23. I shall now speak about the Utthapana (lit. raising) 
ceremony which is so styled because from this, the reciters of the 
Benediction start (lit. raise) first of all in the stage the performance 
[of the- play]. Hence the Utthapana is considered by some to be 
the beginning [of the performance]. 

The Walking-round 

23- 24. The Walking-round ( parirartana ) is so styled 
because in it, the guardian deities of different worlds are praised 
[by the Director] walking all over [the stage]. 

The Benediction 

24- 25. The Benediction (nandi) 1 is so called because it 
must always include [and invoke ) the blessing of gods, Brahmins 
and kings. 


20 (B.G-. same). 1 samghotana —For the performance of this see 
N& (C.) XXIX. 137-141. 

2 tnciTgdscifitd —For the performance of this see NS. (C.) XXIX. 
146-116. 

21 (B.O. same). A asarita -For the performance of this see Nth 

(C.). XXXI. 69-75. 169-194. 3 See N& ( 0 .). XXX. 267 ff. 

22- 23 (B,22-23a, G. 2 lc- 22 ). 

23- 24 (B.23b-24a, G.23). 1 parivartana—parivarta see below 65 ff. 

24.25 (B 24 b- 25 a, G.24). 1 For its specimens see below 107 ff. 
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25-26. When an Avakrsta Dhruva is composed with 
meaningless sounds it is called (Suskavakrsta 1 , It indicates verses 
for the Jarjara 2 . 


The Rahgadvara 

26- 27. The Rahgadvara is so called, because from this part 
commences the performance which includes Words and Gestuies. 

The Carl and the MahSoari 

27- 28. The Cari is so called because it consists of move¬ 
ments depicting the Erotic Sentiment and in the Mahacari occur 
movements delineating the Furious Sentiment. 

The Three Men’s Talk 

28- 29. The conversation of the Director (sutradhara), an 
Assistant (pai'ipat’svnkci) and the Jester 1 is called the lliree Mens 
Talk ( trigata ). 

The Laudation 

29- 30. The address which the Director (lit. the expert) 
makes suggesting the Denoument of the action ( kary'a ) of the play 
in hand with [proper] reasoning and arguments is called the 
Laudation ( prarocana ). 

The origin of the Bahirgita and its justification 

30- 31. I shall now describe in detail the A&avana 
which is included in the Bahirgita and shall speak of its 
origin as well as its justification. 

25- 26 (B.26, G.25). 1 see below 113-115. 

* The meaning is not clear. B.G. read between 25b and 26a two prose 

lines. 

26- 27 (B.27, G.26). 27-28 (B.28 G.27). 

28- 29 (B‘29, G'28). 1 The Jester’s role is assumed by one of the 

Assistants. Sec below 70 where two Assistants enter along with the Director. 
For details of the Throe Men’s Talk see below 137-141. 

29- 30 (B.30, G.29). 1 For details about the Laudation see below 

141-142. 
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31-32. Now when songs in seven forms 1 and in Citra 2 and 
Daksina 3 Margas together with the Upohana 4 and the Nirgita® 
were started by musical experts like Narada in praise of gods, 
all the gods and the Dauavas, in the assembly were made to hear 
the Nirgita® performed with proper tempo and time beat 1 . 


Daityas and Raksasas provoked to jealousy 


33- 34. Now on hearing these happy songs praising the 
gods, the Daityas and the Raksasas were all provoked to 
jealousy. 

34- 36. Under these circumstances they pondered [over the 
matter] and said to one another : “We are glad to hear (lit. 
accept) this Nirgita in accompaniment of the instrumental music, 
(and not the songs) in seven forms 1 about the exploits of the gods, 
which they were pleased to hear ; we shall hear the iSiigita only 
and shall always be pleased with it. Then these Daityas 
[and Raksasas] pleased with the Nirgita urged for its repeated 
performance”. 


The gods approach Narada to stop the Nirgita. 

37-38. This enraged the gods who said to Narada, 1 liese 
Danavas and Raksasas are pleased with the Nirgita only [and do 
not want anything else i.e. songs]. Hence we wish this perfor¬ 
mance (of the Nirgita) to come to an end. W hat do you think 
of this ?” 


30- 31 (B.31, G.30). 

31- 32 (B.32-33, G.31-32). 1 Seven forms means the types of talas. 

See NS. (C.) XXXI. 497 ff. 3 See (C.) XXXI. 414. 

8 See (C.) XXXI. 412. 4 See (C.) XXXI. 234 ff. 

* Another name for bahirglta. See below 33-42- 
6 nirgUa —instrumental music. 

’For different aspects of the tala see N& (0.) XXVIII. 15-16 and 
(C.) XXXI. 33-34 (B.34, 0.33). 

34-36 (B.S5-37a, G.34-36a). 1 The seven forms— On this Ag. ( 1- 

11 
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The songs in the pure Preliminaries 

60-63. After performing the songs (gttalca) 1 and the Vardha- 
mana 2 * , one should sing the Utthapani (Raising) Dhruva 8 9 which has 
in its feet of eleven syllables the first two, the fourth, the eighth 
and the eleventh as long. It should be [sung in] the Caturasra 
(Tala * ) 4 and [should consist of] four feet and four Sannipatas 6 
as well as three kinds of tempo (laya) 0 and three caesura 7 
{yati ). Besides this it should consist of four Walking-rounds 
( parivarta ) and of three Panis 8 , and it should be in the Vi^loka 0 
metre and in the same kind of Tala. 

64. The Tala in question should consist consecutively of 
Samya 1 of two Kalas, Tala of two Kalas, Saniya of one Kala and 
Sannipata of three Kalas. 

The First Walking-round 

65. Thus a Sannipata Tala of eight Kalas should be 
ohserved by the experts. And it is said that a Walking-round 
is made up of four such Sannipatas. 

66. The first Walking-round in the Preliminaries should 
be made in slow tempo ( sthitalaya ) and on the termination of 
the third Sannipata in it (ie. the first parivarta) drums should 
be played. 

♦ 

The second Walking-round 

67. On the termination of the first Walking-round the 
second one (ie. Walking-round) having commenced in medium 



60-63 (B.62-65, G.60-63). 1 See NS. (C.) XXXI. 267 ff. 

2 See NS. (C.) XXXI. 225 ff. 

* The term utthapani dhruva does not occur in the Dhruvadhyaya 

M (C.) XXXJI. 4 See NS. (CJ XXXI. 9-11. * 

6 See NS. (C-) XXXI. 38-39. * See NS. (C.) XXXI. 4. 

7 See NS, (C.) XXXI. 532-537. 

8 Ag. explains three pints ae saiHapani, avara-Pani and uparipani . 

9 See NS. (C.) XXXII. 149. 

64 (B.66. G.64). .» Of. N8. (C.> XXXI. 74. 

65 (B.67, G 65). 66 (B 68, G.66). 


67 (B.69, G.67). 
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tempo (laya) the Director [and the two Assistants] 1 should enter 
[the stage]. 

08-09 The three should simultaneously enter [the stage] 
with handfuls of flower-offering. But before that they should get 
themselves purified, ini tutted and furnished with charms for 
protection [against evil spirits]. They should be clad in white, and 
flowers carried by them should [also] be white, and they should 
be looking with the Adbhuta glance 1 and be in the Vaisnava 
Sthana 2 with Sausthava of the body. 

70. The two 1 Assistants (pafiparsvila) should cany a 
golden pitcher (bhrhgava) and the Jarjara, and with them by his 
side the Director should put forward five ateps. 

71. These five steps [will be] for the purpose of worshipping 
Brahman, and the manner of putting them forward will be described 
[below] in detail. 

72. They should slowly place their two feet three Talas 1 
apart and then raise [them one by one] on each side and again put 
them down at the same [distance]. 

73. After going five steps 1 in the mannei desciibed above 
the Director and his two Assistants (lit. others) should perform 
the Suet Carl with left foot moved first and the right foot 
afterwards. 

74. Then the Director should offer flowers in Brahman s 
circle (Brahma-masala) which is another name for the centre of 
to stage where the deity is supposed to be present. 

> Entrance of the two Assistants is implied in this passage. See 
below 68-69. t 

68-69 (B.70-71, G.68-69). 1 See N& VIII. 48. 3 See XI. 50-52. 

70 (B.72, G.70). 1 One of the Assistants is to assume the role of 

the Jester in the Three Men’s Talk. See above 28-29,137-141. 

* Jarjara — sec ns. in, 73 ff. 

71 (B 73a, G.71). 1 B. omits 71b. 


„ v . lanorf.Vi from the 
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75-77. And afterwards he (?'.<?« the Director) should res¬ 
pectfully bow to Brahman (lit. Pitamaha) with Lalita gesture, 1 
and to measure the length of time during the salutation he should 
thrice touch the ground with his hand, and his steps should be 
[suitablyj divided. The second Walking-round which begins with 
the entrance of the Director and ends 2 with the salutation [to 
Brahman] and use of gestures [related to it], should be performed 
in medium tempo ( laya). 


The third Walking round 

77- 78. Next during the third Walking-round ( parivarta ) 
the Director should go round the Brahman’s circle {i.e. the centre 
of the stage), perform Acamana and take up the Jarjara. [The 
manner of taking it up is as follows :] 

78- 80. Bising up quickly from [Brahman’s] circle 
(mandala) he should perform the Sue! (lit. Vedha) Car! with this 
foot {i.e. the right foot) put forward first and the left foot after¬ 
wards. And then he should again raise his right foot which was 
on the side and perform the Sue! (Vedha) 1 Can putting forward 
the left foot first and the right foot afterwards. 

80-83. Going round [the centre of the stage] the Director 
should call the person {i.e. one of the Assistants) who carries the 
golden pitcher (bhrhgara)} and perform ablution (sauca) [with 
water from this vessel]. He should then perform Acamana and 
sprinkle himself with water in due order. Thus after performing 
properly the ablution the Director should carefully take up the 
Jarjara, the destroyer of obstacles, and this act should be per¬ 
formed along with the beginning of the last Sannipata [of this 
second Walking-round]. 


83-84. The third Walking-round beginning with going 


75-77 (B.77-7&1, G.74c-76). 1 See NS. IX. 201. B reads vandan'ahhi- 

Hayimugah for °nayantakah. 

77-78 (B.79, G.77). 78-80 (B.80-81, G.78-79). 1 According 

Jjto Ag. (J. p. 233) Vedha = Silci Carl. 

80-83 (B.82-84, G.80-82). 1 Bee above 70. 

83-84 (B.85, G.83). 






round the centre of the stage (i.e. Brahma,man4ala ) 1 and ending 
with the taking up of the Jarjara should be performed in a quick 
tempo. 


The fourth Walking-round 

84-87- After taking up the Jarjara to ward off evils he 
should mutter [some Mantras] in eight Kalas. Then he should 
perform the Suci (Vedha) Carl by putting forward the left foot 
first and the right foot afterwards, and then, move five steps to¬ 
wards the musical instruments. And then again he should observe 
the Suci (Vedha) Carl by putting forward the left foot first and 
the right foot afterwards. The fourth Walking-round which 
begins with the taking up of the Jarjara and ends 1 with an 
approach to the musical instruments should be made in a quick 
tempo. 

87- 88. In this \jpUTvaranga which is of the Caturasra type] 
movements of hand and feet in it will occupy sixteen Kalgs while 
it being of the Tryasra type such movements will occupy Twelve 
Kulas only. 

88- 89. [The Director and the two Assistants] should make 
three salutations by touching the ground, with the hand and 
before this they are to sprinkle themselves with water, but in case 
of the Tryasra [Preliminaries such sprinkling] has not been 
prescribed 1 . 

The Parivartam Dhruva 

89- 90. In this manner they should perform the Utthapana 
(lit. raising). Then comes the Parivartam (Walking-round) Dhruva 


1 See NS. Ill, 23-30 note. 

84-87 (B.86-88, G.84-86). 1 B. reads kutapo nigamaniakah. 

87- 88 (B.89, G.87). 

88- 89 (B.90, G.88). 1 This and the preceding (87-88) passage should 

Properly g 0 after NS. 64 for they relate to the Utthapana which should 
Co,ao before the Walking-round ; aee before 22-23. 

89- 90 (B.91, G,89). 1 For cahtrasre, B. G. caturasrm< 
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which should be performed in the Caturasra (Tala) and medium 
tempo and with eight Sannipatas. 


90- 91. The Dhruva (song) which has only the last syllable 
long in its four feet of eleven syllables, is called the Parivartani 
(Walking-round) Dhruva. 

91- 92. During the singing of this Dhruva the Director 
should move leftwards 1 in the Vartika Marga with graceful step 
in accompaniment of instrumental music and should bow to 
[different] deities in directions belonging to them. 

92- 93. And during the foot movement [mentioned above] 
each step of the*-Director should consist two Kalas and movement 
in each direction should consist of two Sannipatas. 

93- 94. Then he would observe the Suci (Vedha) Carl 
putting forward the left foot first and the right foot afterwards 
and putting the latter at a distance of two Talas. 

94- 95. In this manner he should go five steps with 
the Atikranta Carl 1 and bow to different deities in directions 
belonging to them. 

95- 97. First of all he should bow to the eastern direction 
presided over by (Sakra) Indra, secondly he should bow to the 
southern direction belonging to Yama. Thirdly he should bow to 
the western direction ruled by Varuna. Fourthly he should bow ' 
to the northern direction of which Dhanada (Kuvera) is the 
protector. 

97- 98. After bowing to these directions he should perform 
the Sue! Carl putting forward the left foot first and the right foot 
afterwards and begin the Walking-roumP 

98- 99 Then with his face towards the east the Director 


90- 91 (B.92, G.90). 

91- 92 (B.93, G.91). 1 vamakena {vartikena, B). 

92- 93 (B.94a, G.92). , l , B. omits 93a. 

93- 94 (B.94b-95a, G.93). 

94- 95 (B.95bc, G.94). 1 See NS. XL 29. 

95- 97 (B.96-97, G.95-96). 97-98 (B.98, G.97), 

98-99 (B.99, G.98). 
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should bow to Siva (Rudra), Brahman and Vispu (Upendro) while 
going forward three steps by ‘masculine’, ‘feminine’ and ‘neuter 
feet [one after another). 

99- 100. The right foot is ‘masculine’ and the left foot is 
‘feminine’ while the right foot not [much] wised is called ‘neuter’. 

100- 101. Siva (fsa) should be bowed to with the masculine 
foot [put forward first] while in bowing to Brahman the neuter foot 
[should be so put forward] 1 . 

The Fourth Man enters. 

101- 102. The Walking-round should be [finished] thus, and 
then the Fourth Man ( caturtha-Jcara ) should duly entei [the stn^e] 
with flowers [in his: hands]. 

102- 103. And he should duly offer Puja to the Jarjara and 
to all the musical instruments ( Jentapa ) as well a* to t e nectoi, 

103- 104. His foot-movements during the Puja should be 
made to accompany the playing of drums, and tbtie . mu ( 

song sung then, but only meaningless syllables should be chanted 

C vtobhalcriya ). 

Singing of the Avaktsta Dhruva 

iOf-105. After offering the Puja the Fourth Man ehould 
make ids eJit. And then should be snug an Avakrsta Dhrmn 
Oaturasra (Tala) and slow tempo (dhita-laya). 

10S-106. This Dhruva should abound in heavy 
and depend on the Sthlyi-vurpa 1 and be made up g "■ 

and its Tala should be Avapanika. _ 


B. repeats here 90-91- 


9 

99- 100 (B. 100, G.99). 

100- 101 (B.101a-102b, G.100). 

101- 102 (B 103,0.101). 

102- 103 CB.104, G.102). 1 Bee^rf. HI, 1H3- 

103- 104 fB.105, G.103). . 

. ., , . .. , Onp of the six kinds of Dhfuvus. bee JNb. 

104- 105 (B.106, G.104). Gne ol tiu 

(C -) XXXII. 154-159). , 

105- 106 (B.107, G.105). 1 S<v NS< (C ) XXTX ’ 4 ‘ 

12 











90 


THE NATYASASTRA 



106-107. The Avakrsta Dhruva is a song consisting of 
four feet of ten syllables of which the fourth, the fifth, the seventh 
and the eighth will be short. 1 . : 


Tho Benediction 

107- 108. Then the Director will recite in a medium 
(madhyama) tone the Benediction which should consist of eight 
or twelve feet (pada). 1 

108- 109. (These are the specimens of Benediction) : 

narao’stu sarvadevebhyo 

dvijstibhyah 6ubhant tathS I, 
jitani somenavai rSjfut 

Srogyam bhoga eva ca n 

Tr. Salutation to all the gods. Blessed be the twice born 
class. May Soma the king attain victory as well as healthy life 
and [earthlyj enjoyment. 1 


109-110. brahmottaram tathaivastu 

- - hats brahmnd visas tathS I < • 

f . \ 

pra^Sstvimam mahilrAjah - / 


pythivlm ca sasSgaram H 

Tr. Let there be an advancement of the cause of the 
Brahmins, and let their enemies be killed, and let the great king rule 
this earth together with all the seas. 

110-111. rastram pravardhatSm caiva 

rangas eayara samrdhyat&m I 
preksakartur mahan dharmo 
bhavatu brahmabhavitah H 


Tr. Let this state prosper, and this theatre flourish and let 



106- 107 (B.108). 1 G. omits this. . 

107- 108 (B 109, G.106). 1 For different interpretations of fiada see 

6vi pp. 132-133, II. 25-26. Raghavabhatta quotes from Ag. in las bakun- 

1 m ip- 6) the following : "A *** or » 

f „ o.. ..nnmift .t and .1.4 W*- Tl,c “ d ° D °‘ 

scar in the published Abhinavabharati. 

108- 109 (B.110, G.10-7). 1 See L<f.vi, p. 133. 

109- 110 (B.111, G.108). U0-111 (B.112, 0.109). 



misr/fy 



118] THE PRELIMINARIES OP A PLAY 91 

the producer of the theatrical show attain virtues proceeding irorn 
the Vedic knowledge. 

111- 112. kavyakartur yaSaS castu 

dharnias capi pravardhatam I 
ijyaya canaya nityam 

priyantara devata iti II 

Tr. Let the playwright (lit. writer of the kcivyn) attain fame 
and let his virtue increase, and by this kind ol sacrifice {jjojn.i), 
let the gods be always pleased with him. 

112- 113. After the recitation of each of such Benedictoiy 
poems the two Assistants should loudly and distinctly say, Let 
this be so.” 

The Suskavakv-itu Dhruva 

113- 114. The Benediction should thus be performed duly 
according to the rules [mentioned above] ll.en should be sung 
the Suskavakrsta Dhruva and verses praising the Jarjani. 

114- 115. This Dhruva should consist of nine long syllables 
first and then six short syllables followed by tlneelon 0 sj I a es, .g. 

115- 110. digle digle jhande jbantje jam 

bu ka va li ta ka te to ja. 

The Ran gad vara 

llfl-m After properly performing tlio Su.kntaki»|5 

Dhra.a, to (,to Director) should recite in a load tone one Slota in 
adoration of the deity in course of nbose worship [ih. 
Performance is going to be held], and then [another Stoka] paying 
homage either to the king or to the Brahmins s 10111 ■'< sur § 

' HSil ta. -After reciting the Jarjara Sloka in tvhat is Called . 
the Rangadvara (lit. entry into the performance) he should aga.n 

read another Rioka to honour the Jarjara 1 . 


111- 112 (B.1 13,GH0). 

112- 113 (B.114, G.llla). 
114-115 (B.116, 0.113). 
116-117 (B Il7b-I18a, G.115)- 
118-119 (B. 11 9 b- 120 a, 0-117). 


113-114 (B.115, G.li2). 

115-116 (B.117a, G.l 14). 

117-118 (B.118b-119a, G116). 
t Mss. reading is jatjatasya vittmaiM 
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L 


The Citrl 

119- 120. And after the Jarjara lias been honoured, 1 he 
should perform a Carl and the two Assistants should step 
backwards. 

120- 121. Then the Addita Dhruva 1 should be performed 
with the medium tempo {Iana), Caturasra Tala and four Sannipatas. 

121- 122. The Dhruva (song) which has the first, the fifth 
and the last syllables long and the remaining syllables short in all 
its four feet of twelve syllables, is called the Addita. 

122- 123. I shall relate its application according to the 
procedure adopted by Siva (Mahes'vara) and Uma when performing 
it in the past with [the display of] different States {bhava ) and 

movements. 

123- 125. After assuming the Avahittha Sthana (posture), 1 
and placing the left hand [first] with its palm downwards on the 
navel and taking up the Jarjara by his other hand, 3 the Director 
should go five steps,with his left hand showing the Pallava gesture; 
and while going he should cover one Tala at each step and move 
his limbs gracefully 3 . 

125-127. Afterwards he should perform the Sue! Carl by 
putting forward his left foot first and the right foot afterwards. 
Then the Director (lit. the expert one) should recite a Sloka with 
love as its subject-matter. Aud after reciting this Carl Sloka and 

iommaM 0. But this gives no relevant meaning. We emend it to 
jaria/asyd mimnanam- 

U9.-120 (B.l30M2ia, G.U8). 1 Read immytiva (B.G. namayitval 

120- 121 (B.12 lb-122*. G.119). 1 See below 121-122, also NS. (C.) 
XXXIL 10,357. 

121- 122 (B.122b-123a, G.120). 12M23 (B.123h-l25a, G.121). 

123-125 (B.l24b, 125b, 126. G* 122-123). 1 Defined in NS. XIII. 164- 

165. 3 Mss. read tuladhrtam. But its meaning is not clear. It is 

just possible that the original reading lias been changed. We therefore 
emend this to taladkrtam meaning ‘held in palm’ or held by hand. 
a B. reads between 123b and 124a an additional hemistich. 

125-127 (B. 127-128, G.124-125). 
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performing the Walking-round, he should with his face towards the 
front withdraw backwards with steps described belore. 

The Mahacarl 

127- 128. And after'plaeing the Jarjara in the hands of one 
of the Assistants he should perform the Mahacan m accordance 

with the rules laid down below. 

128- 180. During this Cart the Dhruva song Mi "* ° 

the Caturasra type and in have 

four Sannipatas and eight halds. 1 , t i * Gn tli 

feet of eleven syllables of which the first, fourth, seven,!,, *** 

and the last are long and the remaining on, s s i 

130-131. (An example of the Caturasia Dlnina. • 

padatalahati-patita&ilam 

ksobhita-blmta-samagra-samudram 

tandava nrttam idam pralayante 

patu harasya sada sukhadajl II 

iv. Let the ever-pleasing Class Dance of Haro »>« 

the destruction of the world, which smashed ,l 
impact of his feet and agitated the ocean with all creatu.es g 

it. always give you protection. the d 

^^p^rr^ — hya^ofthe 

132-133. Afterwards be ^iS, apat“he 

With a quick tempo, and keep g ghould pei .form the SucI 

should go five steps. There ag» l fir8t aU d the right one 

(Vedha) Carl with his left foot P 11 

afterwards. movement [described above] he 

134 13d. And witn toW *fcU the front, and again 

should move backwards with hm ,„ a „ner, and then he 

he should go three steps forwaid in _ .—- 


128-130 ($. 180 - 131 * 0 . 187 - 128 ). 

127-128 (B.129. G.126). » 81 ^^,32 CB-133, G-180). 

120-131 (11.132, O.lStt (B.135b-136,O.W2b.lS3), 

132-138 (B.134-135a, 
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should again perform the 8uci Carl with his left foot put forward 
first and the right foot afterwards. 


13G-137. Then he should recite a couplet calling up the 
Furious Sentiment while bringing his feet together, and then after 
going three steps he should call for the two Assistants, and on their 
coming up, a Narkutaka Dhruva should be sung. At the time of 
singing this Dhruva he should perform the Suci (Vedba) Carl by 
putting forward the left foot first and the right foot afterwards. 

The Three Men’s Talk 

137- 138. Then in case of a play in the Verbal Style {hha- 
ratl vrtti) the Three Men’s Talk ( Irigata) should take place. 
During it (this Talk) the Jester should suddenly come in and 
deliver a discourse consisting mostly of irrelevant words to excite 
the smile of the Director, 

138- 139. In this discourse should be brought in some 
controversial topic with an abrupt remark or an enigmatical utter¬ 
ance [of some kind], and questions such as who is [there] and who 
has won, leading to the plot of the play (lit the poem), but no 
unpleasant topic should be brought in. 

140-141. In the Three Men’s Talk an Assistant talks with 
the Jester who finds fault with his words which are, [however,] 
supported by the Director. 

The Laudation 

141. Then the Director (lit. an expert) should put in the 
Laudation and the Invitation [to members of the audience], and 
for the success of the performance (lit. the stage) the subject of the 
play should again be mentioned. 

142. After putting into practice all these rules, all the three 
persons (i.c. the Director and the two Assistants) should perform 


136- 137 (B.l37-138a, G.l34-135a). 

137- 138 (B.138b-139i», G.135b-I36a), \ 

138- 139 (B 139b-140, G.136b-137). 

140 (B.l 41, G .omits). 141 (B.142, G.l 38). 

142 (B.143, G.139). 
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the Suei (Vedha) Carl, and theyjhouW go out together while 
performing any Cari other than the Avi c 1 a one. 

The Tryasra Preliminaries 

14°. 144 Thus, O Brahmins, should be performed the 

P r • f H P r-iturasra type ; now I shall speak ol that ot 

Preliminaries of the Catuiasia tjp j ncnt part8 are 

the Tryasra type. Tt* use is . - s h es j fc f rom the Caturasra 

' the same ; the only feature that ^ ^ 

one is its abridged measure ot I ala. 

1 tr ! ir rin ill the Sarny* should consist ot two Kal&s and 
lto-146. [ J _ * 4nnva is to consist of one Kala 

the Tula ol one Kal5, and again S J ^ ^ o( mcosnrement 

and tlie SannipMa of two > the T|JW . Preli- 

Of Kala, Tfila and tempo, should be pei ? 

minaries which include the Utthjpann and ... hod'e it . 

, s „|• i. has the fourth, the eigiitn, 
147. sTlie Dhruva (song) - f our f eet 0 f twelve 

the tenth and the last syllables ong 1 ^ ^ T(yafrl (type). 

syllables, is called the Ut."ap» ^ ^ ^ 8ho „ W 

. abridge the instrumenbtTinusiiv movements [of P—i Dhrut, 

, songs and their Tala- • , , ^ n „ a fA u fl 

• ' - A movements [of a dancer] are to be 

U). The actions and ““"“'..yL-aecotding as .lie 
made of two types—elaborate and abridged , 

instrumental and vocal music are„ f feet 

^150-15 i« It is.saicj tha «■ Walking-round in the 

should .he of two Kales’ .duration*, air . should be moved 

Caturasra (Preliminaries) *££ ^„ minari es .bey are to 
sixteen times, while m the ) 

Juove only twelve times. , ^ Qf haJ ^ aqd 

151-152. This is the measmuu '^ ^ the Walking-round, 
foot movements)-in the Prehminauca* j n bowing 

the foot movement should consist of th.ee P __ 


HS-U4(B.144-145,G.140-lll)- 

145-144 (B.U6-147,0.W** 143 '* 

■148 05.149,0.145). 

150- 151 (B.l5l-152a,Cr.l4 ' ■ 

151- 152 (B-I52b-153, 0.148b-l 


147 (B.148, 0.144). 
149 (B.1&0, 0-148). 
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to [the different] directions in the Caturasra 
should go five steps, 


Preliminaries one 


v % 


153, [But all these.inatiers] should be performed in the 
.Trya^ra Preliminaries according to the measure of Tala as the 
master of (heart thinks fif. Hence to avoid repetition no [elaborate] 
direction about the same has been given [here]. ' ] 

lo4. 0 the best of the Brahmins, thus should be perform¬ 
ed the pure Preliminaries of the Caturasra and the Tryasra types, 
which relate to a play depending on the Verbal Style. 

The Mixed Preliminaries 


135. So puch about the pure Preliminaries which I was to 
describe. I shall now tell you how the' producers may turn them 
to one of the mixed (citra) type. 

150-157. After the Utthapani (Raising) Dhmvfi has been 
decoraf d with flowers given by the Fourth Man (caticrthakara) 
and resounded with the well measured loud songs of musical ex¬ 
perts, Dandubhis should be played again and again. 

158. [And in the mixed Preliminaries thus begun] clusters 
of white flowers should be scattered all over [the stage], and the 
Angaharas should be performed by [dancers dressed as] goddesses. 

1 ah-160. The Class Dance which has' been described above 
with its [Piridis], Recakas, AngahSras, 'Nyasas and ApanySsas 
should intervene the separate feet of . the Benedictory.(aaadi) 
poems (path). This rule should. be put into practice by those who 
would turn pure Preliminaries into mixed ones. 


161. After the ‘pure’ Preliminaries have been duly made 
mixed [all the dancers dressed as] goddesses should make 
their exit. 


lb-« After the exit of all the female dancers the other 
parts of the Preliminaries should be performed. 


153 (Ik 154, 0.1.0). 154 (B.155, G.151). 

155 (13.ISO, 0-1521. 156-157 (B.157-158, 0.153-154). 

158 (B. 159, 0.155). 159-160 (B.160-161, 0.156-157). 

161 (B.l62a, 163a, G.158). 162 (B.l63b-164a, 0.159). 
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-V. 167] 

163. This is the manner in which the pure Preliminaries 
Should be changed into mixed ones. But in the Preliminaries, he 
they of any type, there should not be too much dance and song. 

164. If [in a performance] songs, music and dance continue 
for too .long [a timej they tire out the artists as well as the 

spectators. \ 

165. Tired [persons] can neither attain or help to attain a 
clear impression of the Sentiments and the States, and because of 
tliis the rest of the performance (w. of the play Ml) cannot 
excite pleasure. 1 

166. After performing the Preliminaries, be they Catiunsra 
or Tryasra of the pure or mixed type, the Diiector alon^ wit 
Assistants should make their exit from the stage . 

Introduction of the play 

167. After the Preliminaries have been duly performed 1 m 
the manner described, the Introducer (sth^haY should enter 
[the stage] and he should resemble the Director (sutra<lh a ra) in 
ovary respect (lit. in quality and form)* 


<§L 


168 1B.16«-I65a, 0160). 164 (B 165b-16fa* 0.161)- 

165 <B.166b-l67a. 0.168). ' B. N* one .ddi.ioo.l 

166 (B 1«8M69». 0.163). • B. rends three .ddition.l couplets tB. 

l69b-172a) after this. 

167 (B 1 2'o-l73, 0.164). 1 The rending firajujya in ^passage 

U i tv da, . . ,,,j firajtuya cannot be 

seem, to be defective ; for tho ,l™ r l r „v, 

stkapaka (Introducer)* Dlanaij.^a * p rf j- 

the „he Director) I-" " £ £. 

mmnrie, (#n*rait*\ mother Mto ' ^ 117M260 ). g*. 

Oil. 2). The same is the opinion of , cimilar opinion 

the BhP. n.228 lines 56. ViSvanatha also expressed a similai o\ 

See tie, S D VI 26 . He.ec this n-W cl ou d be «*%*•*£ 

.a vhvianam d,*lt>i pimar- 
what like the well-known mover ^ down tb( . preliminaries 

Knvui na vidyate . It seems tV,at • i ut roduced by the 

^ made an end of the P^****, Ba a wrote 
Mafiaka. This assumption will «p»m w • • 

kr Mrambhaih etc. (Harsascarita, Introduction, lo • 

1 Ag. says Mradhnra eva sthnfiakah. of. note 1 nWe, ■ 

13 
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T68. He should assume tlie VaisnavaSthari i (posture) 1 anc 
the Saustbava 2 of the body, and on entering the sta'je he should 
observe the foot movements which the Director had used. 


160. At the entrance of the Introducer the DhravS should 
be made suitable to the.occasion (lit. meaning) and it will be either 
Caturasra or Tryasra and be in medium tempo. 

170. Then he should perform a Cari in praise of. gods arid 
Brahmins in accompaniment with the recitation of Slokas contain¬ 
ing sweet words and evoking various Sentiments and States. 

171. A fter thus pleasing the spectators (lit* the stage) he 
should announce the name of the play-wright (lit. the poet), and 
then he is to start the Prologue (prasiavana) which relates to 
proclaiming the theme of the play (lit. the poem) 1 . 

172-173. Then by mentioning (lit. having recourse to) a god 
in a divine [play], a man in a human [play] and a god or a man in 
[a play] where gods and men [meet, he] should proclaim in different 
ways the subject of the play [lit. the poem] by variously alluding 
to its Opening (■ mukha) and Germ ( blja )*. 

174. After introducing the play the Introducer (lit. the 
Brahmin who makes the introduction of the play) should go out 
[of the stage]. Thus should be performed the Preliminaries accord¬ 
ing to the rules. 

175. If any producer of a play will perform the Preliminaries 
according to the rules laid down, nothing inauspicious will happen 
to him and he will [after his death] reach the heavenly region. . 

176. [On the contrary] whoever produces a play in an 
willful violation of the rules [in this matter] will sustain great loss 
and will [after his death] be reborn as a creature of a lower order. 


168 (B.173b-174a, G.165). 1 See XI. 50-51. 8 See XI* 89b, 91a. 

169 (B.l74b-175a, G.166). 170 (B.l75-I76u, G.167). 

171 (B.l76b-177a, G.168). 1 B. roads one additional hemistich. 
172-173 (B.178-179, G;169-170). 1 Sec SD. VI. 27. also DII. Jit 3, 

174 (B.180, G.171). 175 (B.181, 0*172). 

176 (B.182, 0.173} 
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: a o fanned by a strong wind does not burn [anything] 

>r:fn 3 does the wrongly made production. 

,8. In this manner the Preliminaries of two different ex- 
e (prmtem) should bo performed by the people of Aranti, 
x. aucala, Daksinatya and Odra regions. 

179. 0 Brahmins, these are the rules regarding the Pre i- 

, xi . ,. n i oa relating to the Natyaveda 
minaries. Tell me what othei uue 1 ° 

should be discussed now 1 . 

Here ends Chapter V oi Bharata’s Uatya«etra 
which treats of the Preliminaries to the product,on ot play. 


m 05.184,0*178). 11* — -his 8*. 

179 (B.18S. 0.176). 1 The portion ^ ^ ^ 

has not been translated. It is not fi om 
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CHAPTER SIX i, , 


THE SENTIMENTS 
The.sr.ges question. 


uld 


1-3. After hearing about the rules regarding the Prelimina¬ 
ries, the great sages continued their inquiries and said to Bharata, 
6 Answer five of our questions. Explain how the Sentiments 
enumerated by experts in dramatic art attain their special qualities. 
And why are the bhanas (States) so called, and what do they 
bhavayanti (make us feel) ? Besides these, what are the real mean¬ 
ings of terms such as, Digest (mngraha)' 1 Memorial Verse 
(lcariha) and Etymology (nirukta)” ? 


Bharata answers. 

4 . At these words of the sages, Bharata continued speaking 
and mentioned in reply to their question the distinction between 
the Sentiments and the States. 

5-A And then he said, “0 sages, I shall tell you in 
detail and in due order about the Digest ( samgraha ), the Memorial 
Verse (Icanka) and the Etymology (nirukta), I am not able by any 
means to exhaust all the topics about drama (ncUyd) j for science 
(viand), 1 and arts and crafts (silpa)* connected with it are 
repectively manifold and endless in number. And as it is not 
possible to treat exhaustively (lit. to go to the end of) even one of 
these subjects which are [vast] like an ocean, there cannot be 
any question of mastering them all. 

8, [Hence] I shall tell you about the Digest on Sentiments, 
States and such other matters, which has its contents embodied 1 


1-3 fB-G. same). 1 For a possible chronological implication of 
samgraha, karika, nirukta, sutra and bkasya mentioned in this chapter 
see Skt. Poetics, Voh I. pp. 28 if. 4 (B.G. same). 

5-7 (B.G. same). 1 jtianuni-ajyakaranadim sastrani (Ag). 
s 8 ilfiant—citmp ustadi-karman t (Ag). 

8 (B.G. same). ‘Read sutragutjhhrtha. \ 
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in a small number of Sutras (short rules) but which promotes 
inference [about the understanding of the subject]. 

Digest, Memorial Verse and Etymology deliued 

9. When subjects taught in detail have been compressed 
and brought together in [a number of] Sutras and their Bhasyas 
(commentary), these latter constitute according to the learned a 
Digest (samgraha). 

10. The Digest [of the Natyaveda treats] the Sentiments, 
Hie States, the Histrionic Representation (abhinaya), the Practice 
('lliarmi ), the Styles (vrUi), the Success ( siddhi ), the notes ( svara ), 
die instrumental music (atodi/a), songs and the stage. 1 

11. When a rule (lit. meaning) is explained (lit. uttered) 
briefly in the manner of a Sutra by means of a minimum (lit. small) 
number of words it is called the Memorial Verse (kanka) which 
shows the meaning [of the rule clearly] 1 

12. The Etymology (nfi «/.:hi) is that which arises in con- 
ooxion with various nouns, is helped by dictionaries and rules 

grammatical interpretation, includes the meaning of the root 
evolved as well as the reasons modifying it, and is helped by 
Va *ious findings [of Sastras], 

13. When the meaning [of a noun] is established from a 
consideration of its root [and pratyaya or affix], words expressing 
[such] meaning in brief are called the Etymology. 

14 O the best of the Brahmins, [the subjects included into] 
^ Digest isam/rafia), Which I mentioned earlier, will now be 
discussed in detail with the necessary Memorial Verses (kanka) and 
Etiologies connected with them. 


9(B.G same). 

10 (B.G. same). 1 B. adds one more couplet after 10. 

11 <B. 12, G. same). 'Olio additional characteristic of the kiirika is 
tl >at it should be genes ally composed in metres like arj/a or doka, e.g. 
^■^mkhyakarika. 

12 (B.la, G.12)» 


13 G.lSh 


14 (B. 15, G. 14). 
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The eight Sentiments 
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[VI. It 


15. The eight Sentiments (rasa)’ 1 recognised in drama 
are as follows : Erotic (srhgara), Comic (basya), Pathetic (karun r t) 
Furious (raudra), Heroic (vim), Terrible (bliayanalca) Odious 
( libhatsa ) and Marvellous (adbhuta). 2 

1G. These eight are the Sentiments named by Brahman ; 
I shall now speak of the Dominant, the Transitory and the 
Temperamental States. 1 


The Dominant States 

17. The Dominant States (dhMyibhaoa) 1 are known to be 


the following : love, mirth, sorrow, anger, energy, terror, disgust 
and astonishment. 

18-21. The thirtythree Transitory States ( vyabhicari- 
bhava) 1 are known to be the following : discouragement, weakness, 
apprehension, envy, intoxication, weariness, indolence, depression, 
anxiety, distraction, recollection, contentment, shame, inconstancy, 
joy, agitation, stupor, arrogance, despair, impatience, sleep, epilepsy, 
dreaming, awakening, indignation, dissimulation, cruelty, assurance, 
sickness, insanity, death, fright and deliberation. These are 
tlefined by their names. 


The eight Temperamental States 


22. Paralysis, Perspiration, Horripilation, Change of Voice, 


15 (B.16, G.15). 1 rasa —A. K. Coomaraswamy is for translating the 

word as ‘flavour’ (MG. p. 17). 

ior writers on Skt. poetics add one more rasa (Santa) 



16(B.17, G.16). 1 bhava— A. B. Keith translates this word as 

‘feeling’ or ‘emotion’. See Skt. Drama, p. 31C- A. K. Coomaraswamy 
and others translate it as ‘mood’ (loc. cit.). We are with Haas who translates 
it as ‘State.’ See DR. p. 108. 

17 (B.18, G.17). 1 sthayibhava —Keith translates the term as ‘domi* 

nant emotion’ (Skt. Drama) and Haas as 'Permanent State’ (DR.) and 
others as ‘permanent mood’ {e.g. S, K. Do, Skt Poetics, Vol. II. p. 26). 

18-21 (B.19-23, G.18-21). 1 These are also known as saheari-bhava, 

32 (B.28, G-22). 1 sattvika bhava—' The word sattvika cannot be 
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Trembling, Change of Colour, Weeping and Fainting are the eight 
Temperamental States 1 . 

The four kinds of Histrionic Representation 

2:1. The four kinds of Histrionic Representation are Ges¬ 
tures (ahgilca) 1 * , Words (vaciha,)*, Dresses and Make-up ( ahari/a ) 8 
and the Representation of the Temperament (sattvila). 

The Two Practices 

24. The Practice of Representation (dharmi) 1 in a dramatic 
performance is twofold : realistic (lolca.dho.Ttnl, lit. populai) and 
eoventional (■ n&tyadhariH , lit. theatrical). 

The four Styles 

And the Verbal the Grand (sStftWfft the Graceful 

{IcaisiJci) and the Energetic (arahhatl) are the four Styles MO*. 

Properly translated • into English. Keith does not make any such 
attempt (see Skt. Drama) Haas translates the sattvika-bhava as 
Involuntary States’. But this seems to be very misleading, for the 

takes saliva to be connected with manas. (see VI. 94), and most 
of the later writers follow this work in this respect. ^ So the 

author of the FD. (III. 153) writes ^ ^ mpwTw JJawlii 

^ The NS. has also a 

definition of sattm which is as follows; ^ ( ™ V * 7) ’ 

The author of the BhP. elaborately defines the term saliva and discusses 
tlie Psychological process connected with its use ; see (pp. 13-14). 
V i5vanatha in his SD. (164) defines saliva as follows: wa 
’M**) cfl 

. 23 (B.24, G.23). 1 aiigika— means Gestures of special kind defined- 
ib; the 8dslrfl ; see NS. VIR-XII. 

■ 2 vaeikar-m cans Words suitable for representation of the different 

States (bhava) composed by the playwright. See NS. XV-XA11. 

8 See N(). XXIII. 4 * * * See ^ XXIV. 

' 24 (B.25-26a, G.24-25a), 'dharm - This word has not been very 

Erectly used. But the meaning is clear; for details about dharm see 
X*S. XIII 69-SI 

in, Stvles of Procedure (DR. p. 67). The 

. Haas translates vrthsw u , 

bur Stylo, arc, iWj b, him « Eloqu-nt Omndiose (»/*■«/.) 

ami Horrific W, follow Matraudaftoa 

!s kh D, a m ,, p . 32 6). For .Mails ***• ME XX11 - l9 ’ 
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The four Local Usages 

2‘i-26. Avanti, Daksinatya, Odramagadhi and FancSla- 
madhyama are the four Local Usages (prantti) 1 in a dramatic 
performance- 

The Success 


The Success 8 in the dramatic performance is of two kinds : 
divine (- laiviki ) and human ( mannsl ). 

■ - ' The Notes 


27* *29. And [musical] notes such as, Sadja, Rsabha etc. aro 
seven 1 in numbl and they fall into two groups ? human (eariru 
lit. from body) and instrumental (vain t iwa lit. from the Vina). 1 

The four kinds of musical instruments 

The musical instruments are of four kinds 2 : stringed (taia) 
covered (kvanaddha), solid (ghana), and hollow (swim). 
Among these, the stringed (fata) means an instrument with 
strings, the covered < avanaddha) means a drum, the solid (ghana) 
a cymbal and the hollow ( svsiiu ) a flute. 

The five kinds of Dhruviis 


20-30. Songs which relate to Dhruvas are of five kinds 1 : 


25-26 (B.26b-27a, G 25b-26a). 1 pravrtti —Haas translates ;this word 

as 'Local Characteristics’, (Sec DR , p 74). The five geographical names 
(Avanti, D ikstinatya, Odra, Magadt.a and Pai.cala) probably show that 
these were the parts of India where dramatic show was current at the time 
when tradition recorded in this NS, arose. Omission of the north-eastern 
part of India, including Bengal and Assam, probably si ows that at 
that time these places were still in many respects outside the pale of 
Aryanizod India- Anl the omissio i of the north-western India from this 
list may be explained on the assumption that it being on the way of 
the new immigrants w* o frequently poured into this country the forma¬ 
tion of any established usage was difficult. For details about prav\ttis 
see NS. XIV. 36-56. 

* sidetki (success)—For details about the Success see NS. XXVII. 1 ff. 

27-29 (B.28a-30, G.27b 29). 1 See NS. (C.) XXVIII. 19, 11. 

* See NS. (0.) XXVlll. 1-2. 

29-30 (B.3l-88a, G.8u-3Jla). 1 See NS. (C.) XXXII. 334-352. 






entering (pravesa), casual (aJcsepa), going out ( niskrama ■), pleasing 
(prasadilca) and intermediate ( antara ). And the playhouse is 
of the three types : oblong (viJcrsla), square (calu-i as> a) and 
triangular (tryasva) 2 

31. So much about the Digest on drama giving its con¬ 
tents (lit. meaning by a small number of feutras (concise mles). 
I shall now speak about the contents of the Sutra-work . 

The Sentiments explained 

In that connexion I shall first of all explain the Sentiments 
(rasa). No meaning proceeds [from speech] without [any kind 
of] Sentiment. The Sentiment is produced ( rasa-nispaitih ) from 
a combination (samyoga) 2 of Determinants ( vibhava ), Consequents 
(anubhavd) and Transitory States ( vyabhicari-bhMa ). Is there 

any instance (drstdnta) [parallel to it]. [Yes], it is said that, as 
taste (rasa) results from a combination of various spices, vegetables 
and other articles 8 , and as six tastes (rasa) are produced by- 
articles such as, raw sugar or spices 01 vegetable., o the 
Dominant States (sthayibhava), when they come together with 
various other States (bhava) attain the quality of the Sentiment 
(£*• become Sentiment) 4 . Now one enquires, V\ hat is the meaning 
of the word rasa” ? It is said in reply to thm [that rasa is so 
called] because it is capable of being tasted ft t • c 
is rasa tasted ? [In reply] it is said that just as well-dispose 
persons while eating food cooked with many kinds o s P ia ‘S enjoy 
(dsvadayanti) its tastes (rasa) and attain pleasure and satisfaction. 



8 B. adds one couplet after 30. 

31 (B. 33 b- 34 a, 0.31b, c). 1 TUe d istal <* " Kt 1,1 * * 

of tin, 

3 The NM. nowhere explains the terms ./ 
definition and does not include the in later times by 

theory of rasa has come to be mt 1 „ ^ief 

Lollrta, Safikuka, (Bhatta) Sayaka M .*■ > ’ ,,,,5 5 

^position of their views see Vi»npada HhfJtacaijft 

(Bengali), Calcutta, 1948. pp. 33 « . mtyafahl 

8 G. adds here one sentence moi c {tatna . 

1 tatraha (C. rsaya «cvh). 

14 
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so the cultured people taste the Dominant States ( sthayi-bhava ) 
while they see them represented by an expression of the various 
States with Words, Gestures and the Temperament and derive 
pleasure and satisfaction. Thus is explained [the Memorial Verse 
ending with] tasman naltjarasa iti B . For in this connexion there 
are two traditional couplets : 

32-33. Just as connoisseur of cooked food (bhakta) while 
eating food which has been prepared from various spices and 
other articles, taste it, so the learned people taste in their mind 
tne Dominant States (such as love, sorrow etc.) when they are 
represented by an expression of the States with Gestures. Hence 
these Dominant States in a drama are called the Sentiments. 1 

The relation between the Sentiments and the States. 

2 Now one enquires, “Do the States ( bhava ) come out of the 
Sentiments (rasa) or the Sentiments come' out of the States ?” 
On this point, some are of opinion that they arise from their 
mutual contact. But this is not so. Why ? 

“It is apparent that the Sentiments arise from the States 
and not the States from the Sentiments. For [on this point] there 
are [traditional] couplets such as ; 

34-35. The States are so called by experts in drama, for 
they cause to originate ( bhavayanti ) the Sentiments in connexion 
with various modes of dramatic representation. Just as by many 
articles of various kinds auxiliary cooked food ( vyanjana ) is 


6 See below 33-34. 

32-33 (B.35-36, G-32-33). 1 For a discussion on Bharata’s theory 

of rasa see Skt. Poetics, Vol. II. pp. 25 ff. 

* The original of this passage till the beginning of 34 is in prose, 
but its reading seems to be confused. In the light of the five karikcis that 
follow one may be justified in changing the order of some sentences and 
in emending it partially as follows : * *f 

g i ^fwrg i ff 

But if it is really an instance of textual corruption it may be said 
to have been sanctified by time, for Bhoja who refuted Bharata’s view on 
hhavas giving rise to rasas relied on this text. Of. V . Raghavan, Sr. Pr, 
p. 26. 34-35 (B.38-39, G.34-35), 
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brought forth, so the States along with different kinds of Histrio¬ 
nic Representation will cause the Sentiments to oiigina e 

30. There can be no Sentiment prior to (lit. without) the 
States and no States without the Sentiments [following d] and 
during the Histrionic Representation they are produced fiom teir 

mutual relation. 

37 . Just as a combination of spices and vegetables imparts 
good taste to the food cooked, so the States and the sentiments 
cause one another to originate (bhavayanti). 

38. Just as a tree grows from a seed 

[including the seed] from a tree, so the Sen 'menanhe™» 
(lit. root) of all the States, and likewise the States exist Las 

source of all the Sentiments] 1 . 

The eight Sentiments from the four original ones 

Now we shall describe the origin^- 
deities, and examples of these Sentimen s. Furious, 

Sentiments are the four [original] Sentiments 9- 

Heroic and Odious.* trom the Erotic, the 

89. The Comic [Sentnnen ' ^ the Heroic, and 

Pathetic from the Furious, the Marvellous from 

the Terrible from the Odious- [geQtimcnt] is called the 

40-41. A mimicry of tho L ^ iment [ s the Pathetic, and 
Comic, and the result of the t ull0Ui ; 0 Marvellous, and 

the result of the Heroic Sentiment is ‘ 

that which is Odious to see reside m u ( SjaMa ), the 

42-43. The Erotic (Sentiment) ash-coloured 

Comic Sentiment white, the ------ — 

37 (B.41,14.37 )• 

36 (B.4Q, 0.36). morc after this passage. 

33 (B.42,0.38). 1 *3 fc . * Pr 

* The original of this P autll0 r of the W- » £ 

, •BKoiacitieismtoWW^^V. ltoghavambr. li. - . 

See Ramaswamy Sastn Bn- ^ (JJ. 45-46, 0.40-41). 

89 (B.44,0.39). 

42-43 (B.47-48, 0.42-43). 
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(k'apota), the Furious Sentiment red, the Heroic (Sentiment) light 
orange (gaum), the Terrible (Sentiment) black, the Odious (Senti¬ 
ment) blue and the Marvellous (Sentiment) yellow. 

The presiding deities of the Sentiments 

44-45, Visnu is the god of the Erotic, Pramathas of the 
Comic, Rudra of the Furious, Yama of the Pathetic, Siva (Maha- 
kala), of the Odious, Yama (Kala) of the Terrible, India of the 
Heroic, and Brahman of the Marvellous Sentiments. 

iThus have been described the origins, the colours and the 
deities of these (Sentiments). Now we shall explain the Determi¬ 
nants (vibhaca), the Consequents (anubhava), the Transitory 
States (vyabhicarin), their combination, and their definitions and 
examples. 

We shall now enumerate the Dominant States in different 


Sentiments. 


The Erotic Sentiment 


Of these, the Erotic ( mijara) Sentimenfproceeds .from the 
Dominant State of love (rati) and it has as'its basis (Lit. soul) a 
bright attire ; for whatever in this world is white, pure, bright and 
beautiful is appreciated in terms of the Dominant State of love 
(erhgam). For example, one who is elegantly ^dressed is called a 
lovely person ( hngarin ). Just as persons are named, after the 
custom of their father or mother or familyyn accordance with the 
traditional authority, so the Sentiments, the States and other 
objects connected with drama are given names in pursuance of the 
custom and the traditional authority. Hence the Erotic Sentiment 
has been so named on account of its usually being associated with 
a bright and elegant attire. It owes its origin to men and women 
and relates to the fullness of youth. It has two bases : union 
(saMbhoga) and separation (vipralambha ). Of these two, the Erotic 
Sentiment in union arises from Deteminants like the pleasures of 
the season, the enjoyment of garlands, unguents, ornaments [the 


44-45 (B.49-50, 0.44-46). 1 The original of this passage till the 

beginning of 46; is in prose. 
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company of) beloved person?, objects [of senses], splendid man. ion., 
going to a garden, and enjoying [oneself] there, seeing the [ e o\e 
one], hearing [his or her words], playing and dallying [with 
him or her]. It should be representated on the stage by Conse¬ 
quents such as clever movement, of eyes, eyebrows, glances, 
soft and delicate movement of limbs, and sweet wouL and similai 
other things. Transitory States in it do not include fear, indolence 
cruelty and disgust. [The Erotic Sentiment] in separation should 
be represented on the stage by Consequents such as indifference, 
langour, fear, jealousy, fatigue, anxiety, yeaining, tiowhines-, 
sleep, dreaming awakening, illness, insanity, epi tpsy, inactivity, 
[fainting], death and other conditions. 

Now it lias beeen asked, “If the Erotic Sentiment has its 
origin in love, why does it [sometimes] manifest itsel tirougi 
pathetic conditions?” [In reply to this] it is sard. It has been 
mentioned before that the Erotic Sentiment lias its basts m union 
as well as in separation. Authorities on an amatona (vaMa, 
mm) have mentioned ten conditions [of the persons separated 
from their beloved ones, which are pathet.c] We shall dtsens 
them in the chapter on the Common Hislrtontc Kepresentat.on.- 
The Pathetic Sentiment relates to a condition ol despair owing 
to the affliction under a curse, separation from dear ones loss of 
wealth, death or captivity, while the Erottc Sen.nnen based on 

separation .elates to a ffiLS 

2 VZS “pllion. * horn each other. 

a i fhn Erotic Sentiment includes 

And this is the reason why the uonc 

conditions available in all other Sentiments. < 

46 And the Sentiment called Erotic is rich m pleasure. 

• A [ . , .. ippte enjoyment of seasons, garlands 

connected wrth desired ob „ nio „ of] man and 

and similar other things, and it relates l 

woman. , u _. , 

., x related to the preceding Sutra: 

There are besides two Aryas tern* 

t- Sentiment arises in connexion with 
47-48. The Erotic bentimen___ 


2 See (C.) XXIV. 
46 (B.52, G.46). 


47.48 (B.54-55, G.47-48). 
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favourable seasons, garlands, ornaments, enjoyment of the company 
of beloved ones, music and poetry, and going to the garden and 
roaming there. It should be represented on the stage by means of 
serenity of the eyes and the face, sweet and smiling words, satisfac¬ 
tion and delight, and graceful movements of the limbs. 

The Comic Sentiment 

'Now the Comic ( hasija ) Sentiment has as its basis the 
Dominant emotion of laughter. This is created by Determinants 
such as showing unseemly dress or ornament, impudence, greediness, 
quarrel, defective limb, use of irrelevant words, mentioning of diff¬ 
erent faults,' anil similar other things. This (the Comic Sentiment) 
is to be represented on the stage by Consequents like the throbbing 
of the lips, the nose and the cheek, opening the eyes wide or con¬ 
tracting them, perspiration, colour of the face, and taking hold of 
the sides. Transitory States in it are indolence, dissimulation, 
drowsiness, sleep, dreaming, insomnia, envy and the like. J his 
(Sentiment), is of two kinds : self-centered and centered in others. 
When a person himself laughs it relates to the self-centred (Comic 
Sentiment), but when he makes others laugh it (the Comic Senti¬ 
ment therein) js centred in others. 

There are two traditional Aiyas here : 

49. As this makes one laugh by an exhibition of oddly 
placed ornaments, uncouth behaviour, words and dress and 
strange movement of limbs, it is called the Comic Sentiment. 

50. As this makes persons laugh by means of uncouth 
behaviour, words, movement of the limbs and strange dress, it is 
known as the Comic Sentiment. 

51. This Sentiment is mostly to be seen in women and 
persons of the inferior type, and it has six varieties of which I shall 
speak presently. 

5 2. They are: Slight Smile ( smitn ), Smile ( hasita ), Gentle 
Laughter ( vikasita ), Laughter of Redicule (apakfasita), Vulgar 

1 The original of tlits passage till the beginning of 49 is iu prose. 

49 (B.o8, G.49). 50 (B.59, G.50). 

51 (B.60, G.61). 52 (B.61, G.52). 
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Laughter (apahasita) and Excessive Laughter ( atihasito ). Two by 
two they belong respectively to the superior, the middling and 
the inferior types [of persons]. 

53. To persons of the superior type belong the Slight Smile 
(suit,a) and the Smile {hasita), to those of the middling type the 
Gentle Laughter {vihasita) and the Laughter of Ridicule ( upahmta) 
to those of the inferior type the Vulgar Laughter ( apahmta ) and 
the Violent Laughter ( atihasito ,). 

There are Slobas on this subjects : 

5L The Slight Smile (smita) of the people of the superior 
type should be characterised by slightly blown cheeks und elegent, 
glances, and in it the teeth should not be visible. 

55. Their Smile {hasita) should be distinguished by bloom¬ 
ing eyes, face and cheeks, and in it the teeth should be slightly 
visible. 


Of persons of the middle type 

56. The Gentle Laughter {vihasita) should have slight 
sound, and sweetness, and should be suitable to the occasion an m 
it the eyes and the cheeks should be contracted and the face joyful. 

57. During the Laughter of Ridicule (W*"**) ™ se 
should be expanded, the eyes should be squinting, an e s ou ei 

and the head should be bent. 

Of persons of the inferior type 

58. The laughter on occasions not suitable to it, the laugh¬ 
ter with tears in one’s eyes, or with the shoulder and the head 
violently shaking, is called the Vulgar Laughter (apahasM). 

59 The Excessive Laughter (atihmta) is that m winch 
eyes are expanded and tearful sound is loud and excess,ve, and 

tlie sides are covered by bands. 

l ; 0 ii innv arise in the course of a 
00. Comic situations which may aiu« 


53 (B.62, 053). 
56 (B.68, 0.56). 
59 (B.72, 0.59), 


54 (B.65, 0-54). 
57 (B.69,0.57). 
60 (B.73/O,60>. 


55 (B.66, 0-55). 
58 (B.71,0.58). 
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play, for persons of the superior, middling or inferior type are thus 
to be given expression to. 

61. This Comic Sentiment is of two kinds : self-centred and 
centred in others; and it relates to the three types of persons: supe¬ 
rior, middling and inferior, and lias thus [on the whole] six varieties. 

The Pathetic Sentiment 

x Now the Pathetic (karuna) Sentiment arises from the Domi¬ 
nant State of sorrow. It grows from Determinants such as afflic- 
tion under a curse, separation from dear ones, loss of wealth, 
death, captivity, flight [from one’s own place], [dangerous] accidents 
or any other misfortune. This is to be represented on the stage by 
means of Consequents such as, shedding tears, lamentation, dryness 
of the mouth, change of colour, drooping limbs, being out of 
breath, loss of memory and the like. Transitory States connected 
with it are indifference, langour, anxiety, yearning, excitement, 
delusion, faintiug, sadness, dejection, illness, inactivity, insanity, 
epilepsy, fear, indolence, death, paralysis, tremor, change of colour, 
weeping, loss of voice and the like. 

On this point there are two Aryas : 

62. The Pathetic Sentiment arises from seeing the death of 
a beloved person, or from hearing something very unpleasant and 
these are its Determinants. 

63. This is to be represented on the stage by Consequents 
like weeping loudly, fainting, lamenting and bewailing, exerting 
the body or striking it. 


The Furious Sentiment. 

1 N’ow the Furious ( raudra) Sentiment has as its basis the 
Dominant State of anger. It owes its origin to Raksasas, Danavas 
and haughty men, and is caused by fights. This is created by 


61 (B.74, G.61). 1 The original of this passage till the beginning of 

62 is in prose. 62 (B.76, G,62). 

68 (B.77, G.63). 1 The original of this passage till the beginning of 

64 is in prose. 


* 


If 
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Determinants such as anger, rape, abuse, insult, untrue allegation, 
exorcizing, threatening, revengefulness, jealousy and the like. Its 
actions are beating, breaking, crushing, cutting, piercing, taking up 
arms, hurling of missiles, fighting, drawing of biood, and similar 
other deeds. This is to be represented on the stage by means 
of Consequents such as red eyes, knitting of eyebrow s, defiance, 
biting of the lips, movement of the cheeks, pressing one hand 
with the other, and the like. Transitory States in it are presence 
of mind, determination, energy, indignation, restlessness, fuiy, 
perspiration, trembling, horripilation, choking voice and the like. 

Now one enquires, “Is it to be assumed from the [above] 
statement about Raksasas that they only give rise to the Furious 
Sentiment, and that this Sentiment does not relate to others ? ’ 
[Reply]. “No, in case of others too this Sentiment may arise. [But 
in case of Raksasas] it is to be understood as their special function, 
f hey are naturally furious, 2 for they have many aims, many mouths, 
standing and unkempt hairs of brown coloiu. and piodigious 
physical frame of black complexion. Whatever they attempt, be 
it their speech, movement of limbs or any othei effoit, is by natuie 
furious. Even in their love-making they are violent . It is to 
bo easily inferred that persons who imitate them give use 
b urious Sentiment from their fights and battles. 

On these points there are two Aiyas 

64. The Furious Sentiment is created by striking, cutting, 
mutilation and piercing in fights, and tumult of the battle and 
the like. 

65. It should be repented o„ the stage by special aeta 
such as the release of many missiles, cullmg o« the head, the 
trunk and the 

anllS * r. 1 

66. Such is the Furious ^"'"'’'"‘^t.ovemeir and 
l t is full of conflict of arms, <md 

deeds are terrible and fearful. 


, ^ . *;n the end of this sentence ns an arm 

G. considers this passage ti 

(0.64). a Cf. Blmttikavyo, VHJ- 98- 
64 (B.T9, G.65). 

15 


Sl 


65(B.80,G.66). 66 (B.81.(Ur). 
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The Heroic Sentiment 

. 1 Now the Heroic ( vlra ) Sentiment, relates to the superior 
type of persons and has energy as its basis. This is created by 
Determinants such as presence of mind, perseverance, diplomacy, 
discipline, military strength, agressiveness, reputation of might, 
influence and the like. It is to be represented on the stage by 
Consequents such as firmness, patience, heroism, charity, diplomacy 
and the like. Transitory States in it are contentment, judgement, 
pride, agitation, energy {vega), ferocity, indignation, remembrance, 
horripilation and the like. 

There .’re I wo Aryas [on these points] : 

67. The Heroic Sentiment arises from energy, persever¬ 
ance, optimism, absence of surprise, and presence of mind and 
[such other] special conditions [of the spiritJ. 

68. This Heroic Sentiment is to be properly represented on 
the stage by firmness, patience, heroism, pride, energy, agressive¬ 
ness, influence and censuring words. 

The Terrible Sentiment 

x Now the Terrible {bhayanaJca) Sentiment has as its basis 
the Dominant State of fear. This is created by Determinants like 
hideous noise, sight of ghosts, panic and anxiety due to [untimely 
cry of] jackals and owls, staying in an empty house or forest, 
sight of death or capitivity of dear ones, or news of it, or discussion 
about it It is to be represented on the stage by Consequents such 
as trembling of the hands and the feet, horripilation, change of 
colour and loss of voice. Its Transitory States are paralysis, per¬ 
spiration, choking voice, horripilation, trembling, loss of voice, 
change of colour, fear, stupefaction, dejection, agitation, restlessness, 
inactivity, fear, epilepsy and death and the like. 

On these points there are two traditional Sryas : 

69. The Terrible Sentiment is created by hideous noise, 

1 The original of this passage till the beginning of 67 is in prose. 

67 (B.83, G.68). 

68 (B.84, G.69). ’ The original of this passage till the beginning 

of 69 is in prose. 69 (ffc.86, G.70). 
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sight of ghosts, battle, entering an empty house or loiest, offending 
one’s superiors or the king. 

70. Terror is characterised by looseness of the limbs, the 
mouth and the eyes, paralysis of the thighs, looking around with 
uneasiness, dryness of the drooping mouth, palpitation of the 
heart and horripilation. 

71. This is [the character of] natural fear; the artificially 
shown fear also should be represented by these conditions. But m 
case of the feigned fear all efforts for its representation should be 

milder. 

72. This Terrible Sentiment should be always represented 
by tremor of the hands and the feet, paralysis, shaking ol the 
body, palpitation of the heart, dryness of the bps, the mouth, 
the palate and the throat. 

The Odious Sentiment 

‘Now the Odious (Whutsu) Sentiment has as its basis the 

Dominant State of disgnst. It is coated by Determinants like 
hearing of unpleasant, offensive, impure and harmful things or 
seeing them or discussing them. It is to be represented on he stage 
by Consequents such as stopping the movemen of all Urn; limbs, 
narrowing down of the mouth, remitting, spitting, shaking the 
limbs [in disgust] and the like. Transitory States in it a.e epilepsy, 
delusion, agitation, fainting, sickness, deat i an le i 
On these points there are two traditional Aryan i 

73. The Odious Sentiment arises in many ways iron, 

O. lue uuiui Bound winch cause 

disguising sight, tastes, smell, toucu 

uneasiness. . • „ 

This is to be represented on the stage by narrowing 
ibis is to . ” revering the nose, bending down 

down the mouth and the eyes, c ® 

the head and walking imperceptibly- 


70 (B.87, G.71). 

72 (B.89, G.78). 
°f 78, is in prose. 

78 (B.92, G.74). 


71 (B. 88 , G.72). 

i The original of this passage till the beginning 
74 (B.93, 0.75). 


<§L 
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The Marvellous Sentiment 


1 The Marvellous ( adbhuta ) Sentiment has as its basis the 
Dominant State of astonishment. It is created by Determinants 
such as sight of heavenly beings or events, attainment of desired 
objects, entrance into a superior mansion, temple, audience hall 
(sabha), a seven-storied palace and [seeing] illusory and magical 
acts. It is to be represented on the stage by Consequents such as 
wide opening of eyes, looking with fixed gaze, horripilation, tears 
[of joy] perspiration, joy, uttering words of approbation, making- 
gifts, crying incessantly ha, ha, ha, waving the end. of dhoti or 
sari , and movement of fingers and the like Transitory States in 
it are weeping, paralysis, perspiration, choking voice, horripilation, 
agitation, hurry, inactivity, death and the like.^ 


On this point there are two traditional Aryas ; 


75. The Marvellous Sentiment is that which arises form 
words, character, deed and personal beauty. 

76. This is to bo represented on the stage by a gesture of 
feeling [sweet] smell, joyful shaking of limbs, and uttering of ha, 
ha, ha, sounds, speaking words of approbation, tremor, choking 
voice, perspiration and the like. 

The three kinds of the Erotic, the Comic and the Terrible Sentiments 

77. The Erotic Sentiment is of three kinds, viz, of words, 
dress, and action. And the Comic and the Terrible Sentiments 
are likewise of three kinds, viz, of limbs, dress and words. 


The three kinds of the Pathetic Sentiment 


78. The Pathetic Sentiment is of three kinds, viz that 
rising from obstruction to lawful deeds, from loss of wealth and 

from bereavement. 

The three kinds of the Heroic Sentiment 

79, The Heroic Sentiment is likewise of three kinds, viz. 


1 The original of this passage till the beginning of 75, is in prose. 
75 (B.95, G.76). 76 (B.96, G.77). 77 (B.97, G.78). 

78 (B.98, G.79). 79 (B.99, G.80). 
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that arising from making gifts, from doing ones duty (dhaima) and 
from fighting [one’s enemy]. 

The three kinds of the Terrible Sentiment 

80. The Terrible Sentiment is also of three kinds, viz, 
feigned fear, fear from a wrong action, and fear from an apprehen¬ 
sion of danger. 

The three kinds of the Odious Sentiment 

81. The Odious Sentiment is of three kinds, viz. 
nauseating, simple, and exciting. Of these the Sentiment from 
a sight of stool and worms is nauseating, and the sight of blood 
and similar objects is exciting. 

•The three kinds of the Marvellous Sentiment 

82. The Marvellous Sentiment is of two kinds, viz. celestial 
and joyous. Or these the celestial is due to seeing heavenly 
sights, and the joyous due to joyful happenings 

83. These are the eight Sentiments and their definitions, 
I shall hereafter speak of the characteristics of the States. 



Here ends Chapter VI of Bharata’e Natyasastm 
which treats of the Sentiments. 


80 (B.I00, G-81). 81 G,82) ‘ 

82 (B.102, G.83). 1 B. adds here a spurious passage on mnta msa. 






CHAPTER SEVEN 

THE EMOTIONAL AND OTHER STATES 

Bhavas (States) explained , 

0. Now I shall;speak of the bhavas (States). An enquiry in 
this connexion is, “Why are the bhavas (States) so called ■ Is it 
because they bhavayanti (pervade) and are hence called bhavas 
(States)?” It is said in reply that bhavas (States) are so called 
because through Words, Gestures and the Representation of the 
Temperament, they bhavayanti (infuse) the meaning of the play 
[into the spectators]. * 1 2 Bhava is ‘cause’ or ‘instrument, for 
words such as, bbavita, vasita and krta are synonymous. An 
expression like, ‘O, all these things are bhavita (pervaded) by one 
another’s smell or moistened by one another’s juice,’ is established 
even amongst the common people. Hence the root bh&vaya means 
‘to pervade’. Ont his point there are the following Slokas : 

1. When the meanings presented by Determinants and 
Consequents are made to pervade (gamayte) [the heart of the 
spectators] they are called bhavas (States). 

2. As in these the inner idea of the playwright (kavi) 
is made to pervade [the mind of the spectators] by means of 
Words, Gestures, colour of the face and the Representation of 
the Temperament they are called bhavas (States). 

3. As they cause the Sentiments relating to various kinds 
of Histrionic Representation to pervade [the mind of the 
spectators], they are called bhavas (States) by those who 

produce a drama. 

Vtbkavas (Determinants) explained 

“Now, why is the word vibhava used ?” [Answer] : “The 
word vibhava is used for the sake of clear knowledge. It is 


0 (B.G. same). 

1 (B.l-2, G.l). 1 We read bhava iti karanafm) sadhanam ycUha etc. 

2 (B.8, G.2* 3 (B.4-5, G.3). 
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synonymous with karana, nimitta and hetn. As Words, Gestures 
and the Representation of the Temperament are mbhavayte (deter¬ 
mined) by this, it is called vibliava (Determinant). Vibliavita 
(also) means the same thing as vijnatu (cleailj known). 

On this point there is a Sloka : 

4 As many things are vibhavyate (determined) by this 
through Words, Gestures and the Representation of the 
Temperament it is named vibliava (Diteiminant). 

Amibhavas (Consequents) explained 
“Now, why is the word anubliava used ?” (Answer) “Because 
the Histrionic Representation by means of Words, Gestures am t e 
Temperament are annbliavyate (made to be felt) by this, it is 
called anubliava (Consequent). 

On this point there is a Sloka . 

5. As in it the spectators are a.mbUvyate [made to feel] 

things by means of Words and Gestures it is called and 

. f “ . „ „„ fn Tortures and movements otl major 

it relates to words as well as to [gtstuit* j 

and minor limbs. 

Now we have explained that the States <M»») » "«*« •» 
Determinants («6Mro) and Consequents (<wm»ura). T ins are re 
States (M w created. Hence we shall discuss the defimUons and 
examples of the States together with then Determ,nants nd Conse¬ 
quents. Of these, the Determinants and the Consequents are well- 
l T , b cing connected with the human nature, 

known among people. Ihey bem avo iding prolixity. 

their definitions are not discussed. 11 

On this point there is the Sloka: 

6. Determinants and Consequents are know n by the wise to 

, . j bv human nature and aie in 

be things which are created by 

accordance with the ways ol the voild- 

■rw •„„»+ Transitory and Temperamental 
The three kinds of States: Dominant, irmsiw y . 

a, i ^ * , n i qntes (sthayi-bhava) are eight in num- 
Now the Domman Sttte, a) .^) ^ tnd 

her. The Transitory States v -- - --- --- 


4 (B.6, G.4). 
6 (B.9, G.6). 


5 (B.7-8. G.5), 1 We read with B. 
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the Temperamental States are eight in number. Ihese are the tlnee 
varieties of the States. Hence we are to understand that there aie 
fortynine States capable of drawing out the Sentiment from the 
play. The Sentiments arise from them when they are imbued with 
the quality of universality (si$ ntanya, lit. commonness). 

On this point there is a Sloka : 



7. The State proceeding from the thing which is congenial 
to the heart is the source of the Sentiment and it pervades the 
body just as fire spreads over the dry wood. 


Difference between the Dominant and the other States 


It is said in this connexion : “If the fortynine States being 
represented by Determinants ( vibhava) and Consequents (anubhava) 
coming into contact with one another become Sentiments when 
they are imbued with the quality of universality, how is it that 
Dominant States only are changed into Sentiments (and not Deter¬ 
minants and Consequents) ?” [In reply to this] it is said : 
“Just as among persons haying same characteristics and similar 
hands, feet and belly, some, due to their birth, [superior] manners, 
learning and skill in arts and crafts, attain kingship, while others 
endowed with an inferior intellect become their attendants, in an 
identical manner, the 1 Dominant States become masters because 
on them Determinants {vibhava), and Consequents {anubhava) and 
Transitory States (vyabhicarin) depend. Similarly some of the 
other States {e.g. Determinants and Consequents) have the quali¬ 
ties of [king’s] local officers, and [hence] Transitory States 
{vyabhicarin) become attendants to these. (Determinants and 
Cons equents) because of their [superior] quality. Now it may be 
asked, “Is there any parallel instance ?” [Answer.] “Just as only a 
king surrounded by numerous attendants receives this epithet [of 
king] and not any other man, be he ever so great, so the Dominant 
States {sthayi-bhava) only followed by Determinants, Consequents 
and Transitory States receive the name of Sentiment. [On this 
point] there is a traditional Sloka : 

7 (B 10-11 G 7). 1 
qftrfffwt wm;. 






121 


'll. 10 ] THE EMOTIONAL AND OTHER STATES 

8. Jnst as a king is superior to other men and the 
preceptor (gum) is superior to his disciples, so the Dominant 
States (dhtiyi-bhava) are superior to the other States (Determi¬ 
nants, Consequents and Transitory State.-). 

The Dominant States 

Characteristics of these which ate known as the Sentiments 
have been mentioned before. Now we shall discuss the msrhs of 
the States common to them. First of all we shall take up [the case 

of] the Dominant States (sthayMva)- 

Love 

Love (rati) which has pleasure ” s dew 

Determinants like seasons, garland’ “ ^ an(J absence ot 

ones, enjoyment of a ie9ld „ rescnte d „„ the stage 

“;t,:s a :r:!;sn,Uing face, sweet words, motion of 
eyebrows, and glances and the like. 

There is a Sloka [on this point] 

a, oH-airmient of desired objects, 

9. Love arises from the M on lhc Et „gc 

because of its agreeableness. It ■ j movements 

by sweet wotds accompanied by [suitable] gesti 
of limbs. 

Laughter 

\ ; a enused by Determinants such as. 
Now Laughter (kasya) < obtrusiveness, foolish- 

mimicry of others’ actions 1 , mco u*i ’ , means 

ness and the like. It is to be represented on the 

of Smile and the like. 

On this point them is a traditional Hok. : 

• f.-nm a mimicry of olhei peoples 

10. Laughter arises the learned with 

actions. It is to be represented on the stag j 

fcimile. Laughter and Excessiv t Lai g _ _ _ 

10 (B.16-17, G.10). 

16 
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Sorrow 

Sorrow {sola) is caused by Determinants such as death of the 

beloved one, loss of wealth, experience of sorrow due to any ones 
murder or captivity, and the like. It is to be represented on the 
stage by Consequents such as shedding tears, lamentation, bewail¬ 
ing, change of colour, loss of voice, looseness of limbs, falling on 
the ground, crying, deep breathing, paralysis, insanity, death and 
the like. Weeping in this case is of three kinds : [weeping ot 
joy, [weeping] of aftliection and Jweeping] due to jealousy. On 
these points there are traditional Aryas : 

11. 1 Weeping in which the cheeks are blooming in joy, the 
body is horripflating, there are words 2 of remembrance and tears 
are not concealed is called weeping of joy. 

12. Weeping in which there is a loud sound, copious 
shedding of tears, uneasiness of the body, want of steady move¬ 
ments and efforts, lamentation after falling on the giound and 
rolling on the earth is called weeping due to affliction. 

13. Loud weeping of women in which the lips and the 
cheeks are throbbing and the head is shaking, the eyebrows and the 
glances are moving in anger, is called weeping due to jealousy. 

14. Sorrow relates to women, persons of the inferior type, 
and it has its origin in affliction [of any kind]. With relation 
to it, persons of the superior and the middling types are 
distinguished by their patience and those of the inferior type 
by their weeping. 

Anger 

Anger (krodha) is caused by Determinants such as insolence, 
abusive language, quarrel, altercation, opposing [persons oi 
objects] and the like. It is to be represented on the stage by 
Consequents such as swollen nose, upturned eyes, bitten lips, 
throbbing cheeks and the like?. 


11 (B-19, G-.ll). 1 B. reads one additional couplet (B.18, before this, 

2 Read shnusmaranam vaganibhrtasram . 

12 (B.20, G.12), 13 (B.21, 0.13). 



14 (B 2243, G.14). 
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15. Anger is of five kinds, viz., anger caused by enemies, 
superior persons, lovers, servants, and feigned anger. 

On this point there are traditional Aiyas 
16 One should show anger against resistance by the enemy 
with knitting of eyebrows, fierce look, bitten lips, hands clasping 
each other, and touching one’s own head and breast. 

17. One should show anger against control by superiors 
with slightly downcast eyes, wiping off slight perspiration and 
not expressing any violent movement, 

18. One should show one's auger to the beloved woman 
by a very slight movement Lot the body], by shedding tears, 
and knitting eyebrows and with sidelong glances, ani tiro .. 

lips. - 

19. Anger to one’s servants should be represented on 
the stage b, means of threat, rebuke, dilating the eyes and casting 
contemptuous looks of various kinds. 

20. Anger which is 

the realisation of an ulteuoi m relates to two 1 

marks of effort is called feigned anger, and it relates 

Sentiments. 

Energy 

Energy (MM «N- *<’ TSZTw 

caused by Determinants sue i ^ ^ repregented on the 

patience, heroism and the bke. • raun ificence, boldness of 
stage by Consequents such as steadiness , 

an undertaking, and the like. 

On this point there is a Sloka : 


15 (B.24, G,omits). 16 (R2 ^ ^' l 5> , 

, 19 (B 29, Cr.18). 

18 (B.28, G.17). , , . 

20 (B.30-31, G-19). 

* “'“I before W 

21 (B.32-33, G.20). 1 Onnt svap 

2 Omit kantara before durdtna. 


17 (B.27, G.16). 


<SL 


i 
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21. Energy which has effort as its basis and which grows 
out of alertness and such other qualities, should be represented on 
the stage by acts of vigilance and the like. 


Pear 


Fear (bhaya) relates to women and persons of the inferior type. 
It is -caused by Determinants such as acts offending one’s superiors 
and the king 1 , roaming in a forest, seeing an elephant and a snake, 
staying in an empty house, rebuke [from one’s superiors], 2 a dark 
rainy night, hearing the hooting of owls and the cry of animals 
that go out at night, and the like. It is to be represented on the 
stage by Consequents such as, trembling hands and feet, palpitation 
of the heart, paralysis, dryness of the mouth, licking the lips, perspi¬ 
ration, tremor, apprehension [of danger], seeking for safety, run¬ 
ning away, loud crying and the like. 

* 

On this point there are Slokas : 

22. Fear arises from anembarassmentdueto offending one’s 
superiors and the king, seeing terrible objects and hearing awful 

things. 

23. This is to be represented with tremor of the limbs, 
panic, drying up of the mouth, hurried movement, widely opened 
eyes and such other gestures and actions. 

24. Fear in men arising from terrifying objects should be 
represented on the stage by actors (lit. dancers) with slackened 
limbs and suspended movement of the eyes. 

There is also an Arya on this point : 

25. This (fear) should be represented on the stage with 
tremor of hands and feet, and palpitation of the heart, paralysis, 
licking the lips, drying up of the mouth, loosened limbs and sinking 
(visanna) body. 


22 (B.34, G.21). 

24 (13.36, G.23). 

26 (13.37-38, 0.24). 


23 (13.36, 0.22), 
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Disgust 


Disgust ( juguptia ) relates to women and persons of the inferioi 
type. It is caused by Determinants such as hearing and seeing 1 
unpleasant things, and the like. It is to be represented on the 
stage by Consequents such as, contracting all the limbs, spitting, 
narrowing down of the mouth, heartache and the like. 

On this point there is a Sloka. 

26. Disgust is to be represented on the stage by covering 
the nose, contracting all the limbs, [general] uneasiness and 
heartache. 

Astonishment 

Astonishment («»*»») is «ated by Determinants such as 
illusion, magic, extraordinary (eats of men, great excellence in 
painting, art-works in parchment 1 and the like, t r. to e te 

presented on the stage by Consequents such as wide opening o 

the eyes, looking without, winking of the eyes, [much] movement 
of the eyebrows, horripilation, moving the head to and fro, the cry 
of “well, done,” “well done,” and the like. 

On this point there is a Ploka ; 

27 Astonishment arising from joy due to extraordmary 
’ b „ n(! onch as joy tears, fainting 

acts should be represented by mea 

and the like. 

The Transitory States 

„ 1 fn he known as described here- 

The Dominant States - « ^ ^ abhk - aMham) . 

We shall now explain the han ]U J vt , abh icarinahr [Inanswer] 
rt is questioned, “Why are these called yu • • ^ 

it is said that al and *** 

to go’, ‘to move’. Hern* the a ■ different k i„ds of objects, 
move in relation to the Senumen » connec ted with Words, 

That is, they carry theS^me. te «hmh m ^ ^ ^ ^ 
Gestures and the Teinpeiamen • ( . popular 

[the Sentiments]?” I" ™ 

1 Omit parMrtana al ter ... 
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convention to say like this, just as people say, lhe sun carries 
this nalcsatra (star) or that day. It does not however mean that 
these are carried on arms or shoulders. The Transitory States 
should he considered like this. These Transitory States ( vyo.bhi - 
caribkava) as mentioned in the Digest ( samgraha ) are thirtythiee 
in number. We shall describe them now. 


Discouragement 


Discouragement ( nirveda) is caused by Determinants 
such as, being reduced to poverty 2 , getting insulted, abusive lan¬ 
guage, wrathful beating, loss of beloved persons and the knowledge 
of the ultimate (lit. essential) truth and the like. It is to be 
represented on the stage by Determinants such as weeping, 
sighing, deep breathing, deliberation and the like, on the part of 
women and persons of the inferior type. 

On this point there is a Sloka: 

28. Discouragement grows out of being reduced to poverty, 
and loss of dear ones, and it is to be represented on the stage by 
deliberation and deep breathing. 

On this point there two traditional Aryas : 

29. Discouragement arises from loss of dear ones, poverty, 
disease, envy from seeing the prosperity of others. 

30. A discouraged man has the eyes bathed in tears, face 
and eyes miserable due to heavy breathing and he is like a yogi 
uhrorbod in meditation. 


Weakness 

Weakness (glaui) proceeds from Determinants such as vomit- 
ting, purgation, sickness, penance, austerities, fasting, mental worry, 
too much drinking, sexual indulgence, too much exercise, travelling 
a long way, hunger, thirst, sleeplessness and the like. It is to be 
represented on the stage by Consequents such as weak voice, 
lustreless eyes, pale face, slow gait, want of energy, thinness of the 
body, change of colour and the like. 


2 Omit vyudhynvamtna after dhridra. 
28 (Ji.U, Ci .27). 28 (B.46, 0.28) 


80 (IU7-48, 0.29). 
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On this point there are two Aryas: 

31. Weakness grows out of vomitting, purgation and sick¬ 
ness, penance, and old age. It is to be represented on the stage by 
thinness of the body, slow gait and tremor [of the limbs]. 

32. Weakness is to be represented on the stage by a very 
weak voice, weakness of the eyesight, poor gait, constant slackness 
of the limbs. 

Apprehension 

Apprehension (s anka) has doubt as its basis and it relates to 
to women and persons of the inferior type. It is caused by Deter¬ 
minants such as theft, giving offence to the king and the like. It is 
to be represented on the stage by Consequents such as constantly 
looking on, hesitating movement ( avakunthana ), dryness of tire 
mouto, licking the lips, change of facial colour, tremor, dry lips, 
loss of voice and the like. 

There is a Sloka on these points : 

33. Apprehension in the Terrible Sentiment is due to 
robbery, and the like, and in case of the Erotic Sentiment it is due 
to [a possible] deception on the part of the lover. 

Some authorities prescribe (lit. desire) in this case a conceal¬ 
ment of appearence which is to be characterised by [adoption 
of] clever tricks and gestures. 

There are two Aryas in this connexion : 

3 k Apprehension is of two kinds : viz. that arising from 
one’s ownself and that arising from another person. That arising 
from one’s own self is to be known from one’s eyes and efforts. 

35. A man with*Apprehension has a dark face, a thick and 
protruding tongue, slightly trembling limbs, and he constantly 
looks sideways. 


Envy 

Envy (asut/a) is caused by Determinants such ns various 
offences, hatred, other people’s wealth, good luck, intelligence, 


31 (B.49, G.30). 
84 (B.64, 0.33). 


32 (B.50-51, G.31). 33 (B.52-58, 0.32). 

3B (B.55-B6, 0.84), 
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sports, learning and the like. It is to be represented on the stage 
by Consequents such as finding fault with others, decrying'their 
virtues, not paying any heed to these, remaining: with downcast 
face, knitting eyebrow’s in disparagement and abusing others in the 
assembly [of men]. 

On these points there are tw r o Aryas : 

36. Envy arises in a person who is displeased to see other 
people’s good fortune, wealth, intelligence, and exuberence of 


sportiveness. 

37. It is to be represented by a distorted face, knitting eye¬ 
brows, face turn'd away in jealous anger, decrying other people’s 
virtues and she wing hatred towards them. 


Intoxication 


Intoxication ( mada) is caused by drinking of liquor and 
srnilar other things. It is of three kinds and has five Determinants. 
There are the following Aryas on this point : 

38. Iotoxication is of three kinds, viz. light, medium and 
excessive. It has five causes which should be represented on the 
stage. 

39. While intoxicated some sing, some laugh and some 
use hot words while other sleep. 

40. Among these, persons of the superior type sleep, 
those of the middling type laugh and sing, and those of the inferior 
type cry or use hot words. 

41. Light intoxication is characterised by smiling face, 
pleasant feeling, joyful body, slightly faltering words, delicately 
unsteady gait and relates to persons of the superior type. 

42 Medium intoxication is characterised by drunken and 
rolling eyes, drooping arms or arms restlessly thrown about and 
irregularly unsteady gait, and relates to persons of the middling 

type- _-___ 

86 (B.57, G.35). 37 (B.58-59, 0.86). 38 (B.60, 0.87). 

39 (B.61, 0.38'. 40 (B.62, 0.39). 41 (B.63, 0.40). 

42 (B,64, G.41), 
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43. Excessive intoxication is characterised by loss of 
memory, and incapacity to walk due to vomitting, hiccough and 
cough, and a thick protruding tongue and spitting, and relates to 
persons of the inferior type. 

44. A character who [acts] drinking on entering the stage 
is to show that his intoxication is increasing, but the character 
who enters the stage as drunk should show that his intoxication 
is decreasing. 

45. But the intoxication should be stopped by eftort when 
there is panic, grief and increase of terror due to some cause. 

40- On account of these special conditions, intoxication 
disappears quickly just as grief passes away on hearing the 
happy news of [sudden] prosperity. 

Weariness 

Weariness (si’ama) is caused by Determinants such as 
travelling a long way, exercising of the limbs and the like. 1 It is 
to be represented on the stage by Consequents such as gentle 
rubbing of the body, [deep] breathing, contraction of the mouth, 
belching, massaging of the limbs, very slow gait, contraction of the 
eyes, making Sitkara and the like. 

There is an Arya on this point: 

47. Weariness in man is caused by travelling [a long 
way] and exercising [the limbs], and it is to be represented on the 
stage by [deep] breathing, tired gait and the like. 

Indolence 

Indolence (alasya) is caused by Determinants such as 
nature, lassitude, sickness satiety, pregnancy and the like. ■? And 
it relates to women, and men of the inferior type. It is to be 
represented on the stage by Consequents such as aversion to 
any kind of work, lying down, sitting, drowsiness, sleep and the 
like. Qa this point there is an Arya : 


43 (B.65, G.42). 44 (B.66, G.43). 45 (B.61, G.44). 

46 (B.68-69, G.45). 1 Wo follow the rending of tie ms rla in B, 

47 (B.70-71, G.46), 1 adhvagaliiot «;#«rfW\B), . 

17 
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48. Indolence arising from lassitude as well as nature 
should be represented on the stage by discontinuance of all activity 
except taking food. 

Dipression 

Dipression ( dainya) is caused by Determinants such as 
poverty, mental agony and the like. It is to be represented on 
the stage by Consequents such as want of self-command, dullness 
of the body, absent-mindedness, giving up of cleansing [the body] 
and the like. 

There is an Arya on this point: 

49. Dipression of men proceeds from anxiety, eager expec¬ 
tation and misery. Different inodes of representing it on the 
stage includes giving up of cleansing [the body] in any way. 

Anxiety 

Anxiety (cinta) is caused by Determinants such as loss 
of wealth, theft of a favourite object, poverty and the like. It 
is to be represented on the stage by [deep] breathing, sighing, 
agony, meditation, thinking with a downcast face, thinness of 
the body and the like. 

There are two Aryas on this point: 

50. Anxiety of men arises in various ways : from the loss of 
wealth, theft of a favourite object, and a heart full of expectation. 

51. It is to be represented on the stage by sighing, deep 
breathing, agony, and absent-mindedness, giving up of cleansing 
[the body] and want of self-command. 

Distraction 

Distraction (moha) is caused by Determinants such as 
accidental injury, adversity, sickness, fear, agitation, remem¬ 
bering past enemity and the like. It is to be represented on 
the stage by Consequents such as want of movement, [excessive] 
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48 (P».92-73, G.47). 
50 (B.76, G.42). 


49 (B.74-75, G.48). 
61 (P.77-78, G.50), 
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movement of [a particular] limb, falling down, reeling, not 
seeing properly and the like. 

There is a Sloka on this point : 

52. Due to seeing a robber in an unexpected place or from 
panic of different kinds distraction occurs to a man when he 
finds no help [near by]. 

There is also an Aryg on this point : 

53. Distraction occurs due to adversity, accidental injury, 
memory of past enemity. It is to be represented on the stage 
by suspension of the activity of all senses. 


Recollection 

Recollection ( smrti) is remembering every condition of 
happiness and misery. It is caused by Determinants such as 
impairment of health, disturbed nightly sleep, seeing and speaking 
with a level head, thinking, constant practice and the like. It is to 
be represented on the stage by Consequents such as nodding of 
the head, looking down, raising up the eyebrows and the like. 

On this point there is a Sloka and an Aryg; 

54. One is said to bo recollecting something when ono 
remembers past happiness and misery which were either conceived 
in mind or did actually occur and was forgotten. 

55. Recollection arising from impaired health, or relating 
to the Vedas and Darsanas is to be represented on the stage 
by raising or nodding of the head and raising the eyebrows. 

Contentment 


Contentment (dhrti) is caused by [Determinants such as] 
heroism, spiritual knowledge, learning, wealth, purity, good conduct, 
devotion to one’s superiors, 1 getting excessive amount of money, 
enjoying sports, and the like. It is to be represented on the stage 
by Consequents such as enjoyment of objects gained, and not 


52 (B.79, G.51). 53 (B.80-81, 0.52). 

54 (B.82, 0.58). 

65 (B.83-84, 0.54). 1 Omit manoratha CB.O.) after adh/ka. 
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grumbling over objects unattained, past, partially enjoyed, lost and 
the like. 

On this point there are two Aryas : 

56. Contentment arising from spiritual knowledge, purity, 
wealth and power, is always to be represented on the stage by an 
absence of fear, sorrow and sadness. 

57. When one enjoys attained objects such as [sweet] 
sound, touch, taste, form and smell, and is not sorry over their 
non-attainment one is said to have Contentment. 

Shame 

Shatm (m^a) has improper action as its basis. It is 
caused by Determinants such as humiliation and repentance 
on account of transgressing words of superiors or disregarding 
them, non fulfilment of vows and the like. It is to be represented 
on the stage by Consequents such as covered face, thinking* with 
downcast face, drawing lines on the ground, touching clothes 
and rings, and biting, the nails, and the like. 

There are two Aryas on this point: 

58. When a man, after he has done anything improper, 
is seen by those who are pure, he becomes repentant and is 
ashamed. 

59. The ashamed man will cover his face, draw lines on the 
ground, bite the nails and touch clothes and rings. 

Inconstancy 

Inconstancy ( capalala ) is caused by Determinants such as 
love, hatred, malice, impatience, jealousy, opposition and the like. 
It is to be represented on the stage by Consequents such as harsh 
words, rebuke, beating, killing, taking prisoner, goading and the 
like. 

There are two 5ry3s on this point. 



56 (B.86, a. 55). 
58 (B.88, G.57). 


57 (B.86-87, G.56). 
59 CB 89-90, G. 58). 
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00. When a man does anything like killing or imprisoning 
any one without any forethought he is said to be inconstant be~ 
cause of his not being definite in his action. 

Joy 


Joy (harm) is caused by Determinants such as attainment 
of the desired object, union with a desired, trustee and beloved 
person, mental satisfaction, favour of gods, preceptoi, king, and 
husband (or master), 'receiving [good] food, clothing and money 
and enjoying them, and the like. It is to be represented on the 
stage by means of Consequents such as brightness of the face and 
the eyes, using sweet words, embracing, -horripilation, tears, 
perspiration and the like. 

There are two Aryas on this point: 

(>1. Joy is caused to a man when he has attained any 
object or obtained anything which was unobtainable or has met 
his beloved one or has his heart’s desire fulfilled. 

62. It is to be represented on the stage by brightness of 
the eyes and the face, loving words, embrace, delicate movement of 
the limbs, and perspiration and the like. 


Agitation 


Agitation (avega) is caused by Determinants such as por¬ 
tents, wind or rains, [outbreak] of fire, running about of elephants, 
hearing very good or very bad news, stroke of adversity and the 
like. In this connexion portents include [a stroke of] lightning and 
[falling] of meteors or shooting stars, eclipse of the sun and the moon, 
and appearance of comets. It is to be represented on the stage by 
looseness of all the limbs, sadness, distraction of the mind, loss ol 
facial colour, surprise and the like. [Agitation] due to violent winds 
is to be represented by veiling [the face], rubbing the eyes, 
collecting [the ends] of clothes [worn], hurried going and the like. 
[Agitation] due to [heavy] rains is to be represented by lumping 


60 (B. 91-92, Gf.59). 1 Omit pulakiia after kan(akita (B.O). 

61 (B.98, G.60). 

62 (B.94-94, 0.61). 
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G9. Incase of persons of the superior and the middling 
types this is to be represented by thinking about various means, 
and in case of persons of the inferior type sleep, deep breathing, 
and meditation are to represent it. 


Impatience 


Impatience (autsuhja) is created by Determinants such as 
separation from beloved persons, remembering them, sight of a 
garden and the like. It is to be represented on the stage by Con¬ 
sequents such as sighs, thinking with downcast face, sleep, drowsi¬ 
ness, desire for ’ying down and the like. 

There is- an Aryii on this point : 

70. Impatience arises from the loss of beloved persons or 
from remembering them. This is to be represented on the 
stage by thinking, want of sleep, drowsiness, dullness of the body 
and desire to lie down and the like. 


Sleeping 


Sleeping (nidra, is caused by Determinants such as weak¬ 
ness, fatigue, intoxication, indolence, [too much] thinking, too much 
eating, [soporific] nature and the like. It is to be represented on 
the stage by Consequents such as heaviness of the face, 1 rolling of 
the body, rolling of the eyes, yawning, massaging of the body, deep 
breathing, relaxed body, closing the eyes and the like. 

There are two Aryas on this point: 

71. Sleep comes to a man through weakness, fatigue, exer¬ 
tion; [too much] thinking, natural tendency [to sleep] and keep¬ 
ing awake throughout the night. 

72. It is to be represented on the stage by Consequents 
such as heaviness of the face, closing the eyes, or their rolling, 
stupor, yawning, massaging of the body and the like. 


69 (B.106-107, G.68). 

7ft (B.108-109. G.69). 1 iarira-lolana (avalokanaB.). 

71 (B.110, G.70). 

72 (B. 111-112, G.71). 



•VII. 75 ] 


THE EMOTIONAL AND OTHER STATES 137 

Epilepsy 

Epilepsy (apasmara) is caused by Determinants such as 
being possessed by a god, a Naga, a Yaksa, a Raksasa, a Pisaca 
and the like, and a memory of such beings, eating food left after 
somebody’s partaking of it, staying in a deserted house, non-obser¬ 
vation of proper time [in taking food, in sleeping etc.], deiangement 
of humours (dhatu) 1 and the like. It is to be represented on the 
stage by Consequents such as throbbing, trembling, running, 
falling down, perspiration, foaming in the mouth, hiccough, licking 
[the lips] with the tongue, and the like. 

On this point there are two Aryas : 

73. Epilepsy occurs in a person when he is possessed by 
Bhutas and Pi&icas, when he remembers these beings, [eats] 
Ucchista 1 , stays in a deserted house* disregards for proper time 
[for taking food etc.], and is impure [in body]. 

74. Falling down suddenly on the ground, trembling, 
foaming in the mouth, and rising up while senseless, are condi¬ 
tions during Epilepsy. 

Dreaming 

Dreaming (mpta) is caused by Determinants such as inter¬ 
ruption of sleep, enjoying objects of senses, infatuation [of any 
kind], spreading the bed on the ground, dragging the bed o\er the 
ground and the like. The dreaming which occurs in sleep is to be 
represented by Consequents such as deep breathing, dullness of 
the body, closing the eyes, stupefaction of all the senses, dreams 
and the like. 

There are two Aryas on this point: 

75. Dreaming occurs due to interruption of sleep, enjoying 
objects of senses and infatuation [of any kind]. It is to 1)6 

1 They are three in number please viz. wind (vayu), bile, (pitta) and 
phlegm (kapha). 

78 (1.118, G.72). 1 That which is left over in one’s plate after he 
has finished his meal. 

74 (B. 114-115, G.73). 

18 


75»(B.116, G.omit). 
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together of all the limbs, running, looking for some covered 
shelter, and the like. [That] due to [an outbreak of] fire is to be 
represented by eyes troubled with smoke, narrowing down all the 
limbs, or shaking them, running with wide steps, flight and the 
like. That due to running about of elephants is to be represented 
by burned retreat, unsteady gait, fear, paralysis, tremor, looking 
back and the like. [That] from hearing something favourable is 
to be represented by getting up, embracing, giving away clothes 
and ornaments, weeping, horripilation and the like. That due to 
hearing anything unpleasant is to be represented by falling down 
on the ground, lamentation, rolling about [even] on a rough 
surface, ninuing away, bewailing, weeping and the like. And that 
due to popular rising (j pratyti-vgasana ) is to be represented by 
sudden retreat, taking up weapons and armour, mounting elephants 
and horses and chariots, striking 1 and the like. 

03. Agitation of these eight kinds has hurry as its basis, 
This is characterised by patience on the part of persons of the 
superior and the middling types; but agitation of persons of the 
inferior type is marked by flight. 

On this point there are two Ary as ; 

64. Agitation occurs over an unpleasant report, disregard 
of instruction, throwing a missile and panic. 

65 Agitation due to an unpleasant report has as its Conse¬ 
quents assuming a sad look, and that due to a sudden appearance 
of enemy is to be represented by clash of weapons. 

Stupor 

Stupor (jaicita) is caused by Determinants such as cessation 
of all activity, hearing of a much desired thing or a [very] harm¬ 
ful thing, sickness and the like. It is to be represented on the 
stage by Consequents such as not uttering any word, speaking 
indistinctly, remaining absolutely silent, looking with steadfast 
gaze, dependence on others and the like. _ 

1 samprahar&M (pradharana B. Cx.J. 

63 (B.96, G.62). 64 (B.98, 0.63). 65 (B.99- LOO, G.W). 
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There is an Arya on this point: 

OG. A man is called stupid when duo to senselessness he 

cannot distinguish between good and bad as well as happiness and 
misery, and remains silent and dependent on others. 

Arrogance 


Arrogance (garva) is caused by Determinants such as king- 
ship, noble birth, personal beauty, youth, learning, power, attain¬ 
ment of wealth and the like. It is to be represented on the stage 
by Consequents such as contempt' [for others], harassing [people} 
not giving feply [to one’s question], not greeting [others], looking 
to sh aiders, roaming [at large], contempt**, laughter, harsh 
words, transgressing [commands of] the superiors, insulting [others | 

and the like. 


There is an Arya on this point: 

67. Arrogance of persons of the inferior type cine to 
learning, youth, beauty, royalty ami attainment of wealth » to 
be represented by movement of the eyes and the limbs. 


Despair 

Despair (visada) is caused by Determinants such as inability 
to finish the work undertaken, accidental calamity and the like. It 
is to be represented on the part of persons of the superior and the 
middling types by Consequents such as looking for allies, thinking 
about means, loss of energy, absent-mindedness, deep breathing and 
the like And on the part of persons of the inferior type it is to be 
represented by running away, looking down, drying up of the 
mouth, licking the corner of the mouth, sleep, deep breathing, 
meditation and the like. 

There are two Aryas on this point: 

68. Despair arises from nonfulfilment the work begun, being 
taken at the time of committing theft, and giving offence to the 
king and the like. 


66 (13.101-102, G.65). 1 Orait asttya before avajnh, 

67 (13.103-104, G.66). 68 (13.105, G.67), 
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represented on the stage by closing the eyes, deep breathing, 
dreaming dreams and talking while asleep. 

76. Dreaming is to be represented on the stage by deep 
breathing, imperfectly closing eyes, stupefaction of all senses and 
absence of all activity. 


Awakening 


Awakening ( vibodhu) is the break of sleep, and it is caused 
by Determinants such as digestion of food, bad dreams, loud 
sound, sensitive touch and the like. It is to be represented on the 
stage by Consequents such as yawning, rubbing the eyes leaving, 


the bed, and the like. 


There is an Arya on this point: 

77. Awakening is caused by digestion of food, [loud] 
sound, [sensesitive] touch and the like. It is to be represented on 
the stage by yawning, rubbing the face and the eyes, and the like. 


Indignation 


Indignation ( amarsct ) is caused to persons abused or insulted 
by those having superior learning, wealth or power. It is to be 
represented on the stage by Consequents such as shaking the head, 
perspiration, thinking and reflecting with a downcast face, determi¬ 
nation, looking for ways and means and allies, and the like. 

There are two Plokas on this point: 

78. Indignation grows in energetic men who have been 
abused or insulted in an assembly by those having superior learn¬ 
ing and wealth. 

79. It is to be represented on the stage by energy, deter¬ 
mination, reflection with a downcast face, shaking the head, pers 
piration and the like. 


Dissimulation 


Dissimulation (avahittku) is the concealment of appearance. 

It is caused by Determinants such as shame, fear, defeat, respect, 


76 (B.117-118,0.74). 
78 (li.121, (4,70). 


77 B.119-120, 0.75). 
7‘J (B. 122-123, 0.77). 
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deceit and the like. It is to be represented on the stage by Con¬ 
sequents such as speaking like another person, looking downwards, 
break in the speech, feigned patience and the like. 

There is a Sloka on this point : 

80. Dissimulation is due to boldness, deceit, fear and the 
like. It is to be represented by carelessness about an action, and 
not speaking much in reply or in addressing [others]. 


Cruelty 

Cruelty ( ugrata ) is caused by Determinants such as arrest of 
robbers, offence to kings, offending words and the like. It is to be 
represented on the stage by Consequents like killing, imprisoning, 
beating, rebuking and the like. 

There is an Arya on this point : 

81. Cruelty occurs when a robber is arrested or the king 
is given affence. It is to be represented on the stage by Conse¬ 
quents such as killing, imprisoning, beating, rebuking and the like. 


Assurance 

\ 

Assurance ( mati ) is caused by Determinants such as 
thinking about the meaning of many SSstras and considering 
the pros and cons of things. It is to be represented on the 
stage by Consequents such as instructing pupils, ascertainment 
of [any] meaning, removal of doubt and the like. 

There is a Sloka on this point: 

82. Assurance comes to men when they arc well-versed 
in the meaning of many Sastras. It is to bo represented on the 
stage by Consequents such as instructing pupils and explaining the 
meaning [of Sastras]. 

Sickness 


Sickness owes it origin to [an attack of three 

humours such as] wind (rata), biles {pitta) and phlegm (ht-ph<:t). 


81 (B.126-I27, 0.79), 




80 (B.I24-12!>, 0.78). 
82 (B t l28-129, 0.80). 
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Fever and similar other illnesses are special varieties of it. Fever 
is of two kinds, viz. that with a feeling of cold ( sita ) and that with a 
feeling of heat ( daha ). Fever with a feeling of cold should 
be represented by Consequents such as shivering, tremor of the 
entire body, bending [the bodv], shaking of the jaws, narrowing 
down the nasal passage, dryness of the mouth, horripilation, 
lamentation and the like. And that with a feeling of heat, 
is to be represented by throwing out clothes, the hands and the 
feet, desire [to roll on] the ground, [use of] unguent, desire for 
coolness, lamentation, crying and the like. The other types of 
sicknesses are to be represented on the stage by Consequents 
such as narrowing down the mouth dullness of the body, [deep] 
breathing, making [peculiar] sounds, crying, tremor and the like. 

There is a Sloka on this point: 

83. Sickness in general should be represented on the 
stage by looseness of the limbs, throwing out the limbs and 
narrowing down the mouth due to illness. 


Insanity 

Insanity {tinmadci') is caused by Determinants such as 
death of beloved persons, loss of wealth, accidental hurt, derange¬ 
ment of [the three humours] : wind {vata), biles (pitta), phelgin 
(sleman), and the like. It is to be represented on the stage by 
laughing, weeping, crying, talking, lying down, sitting, running, 
dancing, singing, and reciting [something] without any reason, 
smearing [the body] with ashes and dust, taking grass, Nirmalya 1 , 
soiled cloth, rags, potsherd, earthen tray as decoration [of the 
body], many other senseless acts, and imitation of others. 

There are two Aryas on this point: 

84, Insanity occurs owing to death of beloved persons, 
loss af wealth, accidental hurt, wind (vata), biles (pitta), phlegm 
(kapha) derangement of the mind in various ways. 


83 (B.130-1S1, 0.81. 1 ftcmains of ft flower-offering to a doit}', 

which is supposed to purify a person who takes it with reverence. 

84 (B.132, G.82). 
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85. Insanity ie to be represented by laughing, weeping, 
sitting, running and crying without any reason and Lother] sense¬ 
less acts. 


Death 

Death (marana) comes through sickness as well as acci¬ 
dental injury. Of these two kinds of death, that from sickness 
is caused by Determinants such as a malady of the intestine and 
the liver, colic pain, disturbance of humours, tumours, boils, fever, 
cholera, and the like. And that due to accidental injuiy is 
caused by weapons, snake-bite, taking poison, [attack of] feio- 
cious animals, injury due to falling down from elephant, hoise, 
charriot and other vehicles. I shall now speak of the different 
methods of their representation on the stage. Death from 
sickness is to be represented on the stage by Consequents such 
as looseness of the body, motionlessness of the limbs, closed eyes, 
hiccough, deep breathing, looking for family members, speaking 
indistinct words and the like. 

There is a Sloka on this point : 

86. Death due to sickness is to be represented on the 
stage by one mark viz. loose body and inactivo sense organs. 

But death due to accidental injury is to be represented 
on the stage in different ways : e.g. [death due to] wound by 
weapons is to be represented by Consequents such as suddenly 
falling down on the ground and the like. In case of snake-bite 
or taking poison [there is gradual] development of its symptoms 
which are eight in number, viz. thinness (of the body), tremor, 
burning sensation, hiccough, foam from the mouth breaking of the 
neck, paralysis and death. 


85 (B.l 33-134, G.83). 1 Earlier writers on the Hindu drama 

wrongly believed that NS. excluded scenes of death from the stage. (Sec 
Keith, Skt. Drama, pp. 222 ; also M. Ghosh. “A so-called convention of 
tho Hindu Drama”, IHQ. IX. 1933, pp. 981 if.). Wiudish thought that 
Sudraka in his (Act. VHI) violated a rule in showing the murder of 
Vasantasena by SakSra (Der griechische Einfluss in indische Drama, 
Berlin, 1882. p. 43). 

86 (B.185-136, G.84). 
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Tbere are two traditional Slokas on this point: 

87-8S. The first symptom of the development [of the 
effect of poison] is thinness of the body, the second tiemoi, 
the third a burning sensation, the fourth hiccough, the fifth foaming 
in the mouth, the sixth breaking of the neck, the seventh 
paralysis and and the eighth death- 

There are besides two Aryas on this point: 

89. Death due to [an attack of] ferocious animals, elephant, 
horse, or falling from chariots and mounts, wound by weapons should 
be represented by absence of any further movement of the bod\. 

90. Thus death occurs under various conditions. It should 
be represented by proper words and gestures. 


Fright 


Fright (trci*a) is caused by Determinants such as flash 
of lightning a meteor, thunder, earthquake, clouds, crying or 
howling of big animals and the like. It is to be lepiesented 
on the stage by Consequents such as, shaking of narrow limbs, 
tremor [of the body], paralysis, horripilation, speaking with a 
choked voice, talking irrelevantly, and the like. 

There is a Sloka on this point : 

91. Fright is caused by a very terrible sound and the like. 
It should be represented on the stage by looseness of limbs and 
half-shut eyes. 


Deliberation 


Deliberation (vitarkci) is caused by Determinants such as 
doubt, cogitation, perplexity mi the like. It is to be represented 
on the stage by Consequents such as various discussions, settling 
the definition, concealment of the counsel and the like, 

There is a 6loka on this point: 

92. Deliberation which arises from discussions and which 
lms doubt as its basis is to be represented on the stage by 
movement of the head, the eyebrows and the eyelashes, 
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THE EMOTIONAL AND OTHER STATES 


These are the thirty three Transitory States ; they are. to.be 
produced in a play by men and women of the superior, middling 
and the inferior types in conformity with [proper] place, time and 
occasion. 

93. These thirtythree are known as the Transitory States. 
I shall now explain in detail the Temperamental States, 

The Temperamental States 


Now it may be questioned, 

“Are these States ( bhava ) called Temperamental because 
other States (Determinants, Consequents and Transitory States) 
are said to be without the Temperament V [Tn answer] it is said 
that the Temperament in this connexion is [something] originating 
in mind. It is caused by the concentrated mind. Hie 1 empera- 
ment is accomplished by concentration of the mind. Its nature 
[which includes] paralysis, perspiration, horripilation, tears, 
loss of colour and the like, cannot be mimicked by an 
absent-minded man. Hence the Temperament is desired in a 
play for the purpose of imitating human nature. If the question 
is, Ts there any reason in support of this view ?’ then it may 
be said that in theatrical practice, situations of happiness as well 
as misery should so purely accord with the Temperament behind 
them that they may appear to be realistic {jiat hcisvarUpii). How 
can sorrow which has weeping as its basis be represented on the 
stage by any one who is not sorry ? And how can happiness 
which has joy as its basis be represented on the tage by 
any one who is not happy ? Hence the Temperament (nattva) 
being desired (in acting) in connexion with certain States the latter 
are called Temperamental. The explanation of the Temperament 
is this, that tears and horripilation should respectively be shown 
by persons who are not [actually] sorry or happy. 

94. The eight Temperamental States are as follows: 
Paralysis, Perspiration, Horripilation, Change of Voice, Trembling, 
Change of Colour, Weeping and Fainting. 

93 (TU46-147, G.90). 

94 (B.148, G.92). 1 above VI 22 uote 1- 
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Among these, 


Perspiration 


95. Perspiration ( sveda ) occurs as the result of anger, 
fear, joy, shame, sorrow, toil, sickness, heat, exercise, fatigue, 
summer and massage. 

Paralysis and Trembling 

96. Paralysis ( stambha ) occurs as being clue to joy, fear, 
sickness, surprise, sadness, intoxication and anger, and Trembling 
(kampazzwpalhu) due to cold, fear, joy, anger, touch [of the 
beloved] and old age. 


Weeping 


97. Weeping (asm) occurs as being due to joy, indignation, 
smoke, collyrium, yawning, fear, sorrow, looking with a steadfast 
gaze, cold and sickness. 


Change of Colour and Horripilation 


98. Change of Colour (valvar ny a) occurs as being due 
to cold, anger, fear, toil, sickness, fatigue and heat, and Hor¬ 
ripilation {romanca) due to touch, fear, cold joy, anger and 
sickness* 


Change of Voice and Painting 


99. Change of Voice (svararsado) occurs as being due to 
fear, joy, anger,” fever, sickness and intoxication, and Fainting 
(pmlaya) due to too much toil, swoon, intoxication, sleep, injury, 
astonishment and the like. 


Representation of the Temperamental States 


100. These are to be known by the wise as the eight 
Temperamental States, I shall speak afterwards about actions 
which will represent these States. 


95 (B.149, G.93). 
97 (B.I61, B.95). 
99 (B.153, G.97). 


96 (150, G.94). 

98 (B.152, G.96). 
100 ( B.159, G.98). 
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101. Paralysis should be represented on the stage by 
being inactive, motionless, smileless, like an inert object, sensele.is, 
and stiff-bodied. 

102. Perspiration should be represented on the stage by 
taking up a fan, wiping off sweat as well as looking for bieeze. 

103. Horripilation should be represented on the stage by 
repeated thrills, hairs standing on the end, and touching the body. 

104 Change of Voice should be represented by broken 
und choking voice, and Trembling by quivering, throbbing and 
shivering. 

105. Change of Colour should be represented by alteration 
of colour of the face by putting pressure on the artery, and 
this is dependant on the limbs. 

106 Weeping should be represented on the stage by 
rubbing the eyes and shedding tears, and Loss of Consciousness 
by falling on the ground. 

Application of the States to the different Sentiments 

107. These are the fortynine States (bhava) of the three 
kinds mentioned by me. Now you ought to hear of the different 
Sentiments to which they are applicable. 

108. All the (fortynine) States except indolence, cruelty and 
disgust are applicable to the Erotic Sentiment (lit. raise the Erotic 
Sentiment by their own name). 

109. Weakness, apprehension, envy, weariness, inconstancy, 
dreaming, sleeping dissimulation are the States applicable to the 
Comic Sentiment. 

110. Discouragement,, anxiety, depression, weakness, weep¬ 
ing, stupor and death are the States applicable to the Pathetic 
Sentiment. 



101 (B.155, GhlOO). 
mmir>7, G. 102 ). 


102 (B.156, G-99). 
104 (B.168, G.101). 


105 (B.159, G.I03-104a) 


106 (cf. B.160-161, G.105). 


107 (B.162, G.106). 
109 (B.171, G.108). 

19 


108 (B.169, G.107). 
110 (B.172, G.109). 
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111 . Arrogance, envy, energy, agitation, intoxication, angei, 
inconstancy and cruelty are the States applicable to the Furious 
Sentiment. 

112-113. Presence of mind, ehergy, agitation, joy,, assurance, 
cruelty, indignation, intoxication, horripilation, change of voice, 
anger, envy, contentment, arrogance and deliberation are the States 
applicable to the Heroic Sentiment. 

114. Perspiration, trembling, horripilation, choking voice, 
fear, death, change of colour are the States applicable to the 
Terrible Sentiment. 

115. Epilepsy, insanity, despair, intoxication, death, sickness 
and fear are the States applicable to the Odoius Sentiment. 

110. Paralysis, perspiration, loss of consciousness, horripila¬ 
tion, astonishment, agitation, stupper, joy and fainting are the 
States applicable to the Marvellous Sentiment. 

117. These 1 Temperamental States which depends on the 
various kinds of Histrionic Representation are included into all the 
Sentiments by experts in the production of plays. 

118*119. No play in its production can have one Sentiment 
only. If in an assemblage of the many 1 States, Sentiments,Styles 
(vrtti) and Local Usages (pravrtti) [in the production of a p ayj, 
any one item has varied representation it should be eonsiderec 
the Dominant Sentiment and the rest the Transitory ones . 

120 That which stands on the principal theme [of the 
play] and is combined with Determinants, Consequents and Tran¬ 
sitory States is the Dominant Sentiment. 


Ill (B.173, G.113). 112-H3 (B.174-175, G.110-lll). 

114 (B.176, G.114). 115 (B.177, G.115). 116 (B.178, G .115). 

117 (B.179, G.116). * ye tvete (canye. B). 

2 nanTihh inayasa ms rit ah B. 

118-119 (B.180-181, G.117-118). 1 bahumm (sarvefam G.). sama- 

vcianam. 

s After this B. reads one additional couplet. _ 

120 (B.183, G.119). 
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1 This Dominant Sentiment should be represented 


mill ail UAUuiricu^c ^ 

by mere gestures and postures (lit. form), for they are to support 
the Dominant Sentiment [and as such should not excel it]. 


122. [An equally full representation of] a variety [of Senti¬ 
ments] does not please [the spectators], and such a variety is ^ rare 
in practical life (lit. amongst people). But a mixture of different 
Sentiments will however, bring pleasure [to the spectators] when 
such is carefully represented. 

123. In [the production of] a play the Dominant, the tem¬ 
peramental and the Transitory States which are supporters of the 
Sentiments- and which are accomplished through many objects and 

should be assigned to male 1 characters". 

124. The Sentiments and the States in plays are thus to 
be created. One who knows this well will attain the best Success 
[in the production of A play]. 


Here ends Chapter VII of Bharata s Natyasastra 
which treats of the Representation of the States. , 


121 (B.184, 0.120). 1 A disregard of this principle is liable to 

cause undue prominence to a minor character in a play and thereby to 
frustrate the principal object of the playwright. 

- After this B. reads some additional couplets (B.l85-189a) which 
include a variants of 122 a (B.189a) and 122b (B.186b) and a repetition 
of 118a (B.186a) and 1186 (B.187a). 

122 (B.184 foot-note, 9, 0.121). 

123 (B.189b-190a, 0.122). 1 friunsanukirnhli (ditsfiavaki f>xa)i B.O ). 

* An analysis of the plays of the best kind, known to us seems to 

etplain this rule. For in almost all of them superior roles are assigned 
to men who can better be made the vehicle of different and complex 
psychological states. 

124 (B.190bc, 0.123). 









CHAPTER EIGHT 
THE GESTURES OF MINOR LIMBS 
Tne sages question. 

1.2. Through your kindness we have heard in due order 
everything relating to the origin of the States (bliava) 1 and Senti¬ 
ments (rasa) 2 . We shall now like to know also what the experts 
say about the different kinds of Histrionic Representation, their 
meanings and different subdivisions* 

3. O the blessed one, you are also to tell us accurately 
what kinds of Histrionic Representation are to be applied to which 
[places or occasions] by persons aiming at the Success. 

Bhaiata answers. 

4. On these words of the sages, Bharata spoke thus relating 
to the four kinds of Histrionic Representation. 

5. “O sages, I shall now speak to you in detail so that 
the Histrionic Representation becomes properly explained to you. 

1 We shall speak of [the fact that] the abhinaya (Histrionic 
Representation) is of four kinds. The question is, “Why is it called 
the abhinaya ?” It is said in reply to this that the abhinaya is 
derived from the prefix abhi, and the verbal root ni meaning ‘to 
cause to get’ (to attain), and the sufix ac attached to these two. 
Hence a [full] answer to this should be made after a consideration 
of the root and its meaning. 

There is a Sloka on this point • 

6. As the root ni preceded by abhi means ‘carrying tbe pei- 
formances (prayoga) of a play [to the point of direct] ascertainment 


1-2 (B.G. same). 
3 (B.G. same). 

5 (B.5-6, G.5). 1 
ally in prose. 


‘ See NS. VIII. s See NS. VI. 

4 (B.G. same). 

This portion till the beginning of 0 is origin- 
6 (B.7, G.6). 
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of its meaning,' so [the word made out of them] becomes abldrm/a 
(carrying towards). 


The meaning of abhinaya 


7. Abldnaya is so called because in the performonce [of a 
play] it together with the Sakha 1 , the Anga and the Upanga 
explains the meaning of different [things]. 


The four kinds of abhinaya 

8 O Brahmins, the Histrionic Representation ot a play 
takes place in four ways, and on this (Representation) the plays 
of different types rest. 

9 . O Brahmins, this Histrionic Representation is known 
to be fourfold : Gestures 1 (ahgika), Words (vacika) Dresses and 
Make-up (i aharya ) and the Temperament (sdHvilca). 

The Gesture : its three varieties 

10. Of these, the Temperament has been described before, 
along with the States ; now listen first of all about the Gestures 
(ahgika). 

11. The Gesture is of three kinds, viz. that of the limbs 
(earira), that of the face (nmkhaja) and that related to [different], 
movements of the entire body (cestakrta) including the Hakha, the 

Anga and the Upanga. 

12. Dramatic performance in its entirety relates to the six 
limbs including the major and the minor ones such as head, 
hands, lips, breast, sides and feet. 

13. The six major limbs (anga) are head, hands, bieast, 
sides, waist and feet, and the (six) minor limbs (upahga) are eyes, 
eyebrows, nose, lower lip and chin. 

7 (B-8, G.7). 1 See 15 below- ' See 13 below. * Sec 18 below. 


8 (B.9, G.8). 

9 (B.10, G.9). 1 More properly ‘gestures and postures.’ 

10 (B.ll, G.10). 11 (B.12, G,tl). 12 (B.13, G.12). 

13 (B.14, G. 18). 
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14. Producers of plays should reckon the Sakha, dance 
(artta) and the Ankura as the three aspects of the Histrionic 
Representation (abhinaya). 

15. The gestures (ahgiha) are called the Sakha; 1 panto¬ 
miming through them is the Ankura* and that which is based 
on the Karanas 3 and consists of the Augaharas 4 is called dance 
( nrtta ). 

16. 0 Brahmins, listen first of all about the different 
gestures of the head, which are included in the facial gestures 
and which support many Sentiments (rasa) and States ( bhava ). 

Gestures of the head and their uses 

17-18. The gesture of the head is of thirteen 1 kinds, viz. 
Akamptita, Kampita, Dhuta, Vidhuta, Parivahita, Udvahita, 
Avadhuta, Ancita, Nihailcita, Paravrtta, Utksipta, Adhogata, 
and Lolita. 

19. Akampita : Moving the head slowly up and down is 
called„tke Akampita. 

Kampita : When the movements in the Akampita head are 
quick and copious the same is called Kampita 1 . 

20. (Uses): The Akampita head is to be applied in giving 
a hint, teaching, questioning, addressing in an ordinary way (lit. 
naturally), and giving an order 1 . 



14 (B.15, G.14). 

15 (R. 16, G.15). 1 Sarngadeva defines the sakka and ankura as 

)llowa PeaiTfTT fafW *ncr*»n i "rftt i 

fan ^ i SR* VII. 37-38). 

'rom this we learn that the sakka means the flourish of the gesticulating 
and (kara-vartana) preceding one’s speech whereas the ankura means 
ach a flourish following it. 3 See NS. IV. 299 . 

» See NA IV. 170 ff. See Nb. IV. 170 ff. 


16 (B.17, G.16). 

17-18 (B. 18-19, G.17-18). 1 The AD. has nine gestures of the head- 

See ed. M. Ghosh, 49-66, and A.K. Ooomaraewamy, MG. pp. 36-38. 

19 (B.20, G.19). 

20 (B,;ii, G,20). 1 B. reads one additional couplet after this. 
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21. The Kampita head is applicable (lit. desired) in anger, 
argument, understanding, asserting, threatening, sickness and 
intolerance. 


22. Dhuta and Vidhuta *• A slow movement of the head is 
called the Dhuta, and when this movement is quick, it is called 
the Vidhuta. 

23. (Uses): The Dhuta head is applicable in unwillingness, 
sadness, astonishment, confidence, looking sideways, emptiness and 
forbidding. 

24. The Vidhuta head is to be applied in an attack of cold, 
terror, panic, fever and the first stage of drinking. 

25. Parivahita and Udviihita: When the head is alternately 
turned to the two sides it is called Parivahita, and when it is once 
turned upwards it is known as Udvahita : 

26. (Uses) : The Parivahita head is applicable in demons¬ 
tration, surprise, joy, remembering, intolerance, cogitation, conceal ¬ 
ment and [amorous] sporting. 

27. The Udvahita 1 head is to be applied in pride, showing 
height, looking high up, self-esteem and the like. 

28. Avadhuta : When the head is once turned down it is 
called Avadhuta. (Uses) : It is to be applied in [communicating] 
a message, invoking [a deity], conversation and beckoning [one 
to come near]. 

29. Ancita : When the neck is slightly bent on one side 
the Ancita head is the result. (Uses) : It is applicable in sickness, 
swoon, intoxication, anxiety and sorrow. 

30-31. Nihancita : When two shoulders are raised up with 


21 (B.22, G.21). 22 (B 24, G.22). 

23 (B.25, Q-.23). 24 (B-26, G.24). 

25 (B.27, G.26), 1 G. reads one additional hemistich between 25a 

and 25b, aud names the head movement as adhuta. 

26 CB.28, G.26). 

27 (B.29, G-27). 1 B. reads the name as adhuta. 

28 (B.30, G.28). 29 (B-31,0.29). 

30-31 (B.32-33, G,30-81). 
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the neck bent on one side the Nihancita head is produced. (Uses) : 
It is to be used by women in pride, Amorousness (vilasa) 1 , Light¬ 
heartedness ( lalita ) 2 Affected Indifference, ( bibboka ) 3 , Hysterical 
Mood, ( icilahincita ) 4 , Silent Expression of Affection (< mottayita) 5 , 
Pretended anger, ( 'kuUamita )°, Paralysis and Jealous anger ( rnana ). 

32. Paravrtta: When tlie face is turned round,the Paravrtta 
head is the result. (Uses): It is to be used in turning away the 
face and looking back and the like. 

33. Utksipta: When the face is [slightly] raised the 
Utksipta head is the result. (Uses) : It is used in lofty objects and 
application of divine weapons. 

34 . Adhogata : The head with the face looking downwards 
is called Adhogata, (Uses) : It is used in shame, bowing [in 
salutation] and sorrow. 

35. Parilolita : When the head is moving on all sides, it is 
called Parilolita. (Uses): It is used in fainting, sickness, power of 
intoxication being possessed by an evil spirit, drowsiness and the 
like 1 * . 

36. Besides these there are many other gestures of the 
head, which are based on popular acting. These are to be used 
according to the popular practice (lit. nature). 

37. I have spoken about the thirteen gestures of the head. 
Now I shall discuss the characteristics of the Glances. 

The thirtysix Glances 

38. The Glances expressing the Sentiments 1 are Kanta, 
Bhayanaka, Hasya, Karuna, Adbhuta, Raudri, Vira, and Bibhatsa. 

1 See N& XXIV. 15. 

2 See ibid 22. * See ibid 21. * See ibid 18. 

8 See ibid 19. 8 See ibid 20. 

32 (B-34, G.32). 33 (B 35, G-33) 34 (B.86, G.34). 

35 (B.37, G.35). 1 B. reads after this an additional couplet. 

36 (B.39, G.36). 37 (B.40, G.37). 

38 (B.41, G.38). The AD. too has only eight glances, see ed. M. 
Ghosh, 66-78, and A. K. Coomaraswamy, MG. p. 40. But curiously 

enough the names of the eight glances in the AD, even if referred by 
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39. The Glances to be used in the Dominant States are 
Snigdha, Hrsta, Dina, Kruddha, DrptS, Bhayanvita, JugupsitS and 
Vismita. 

40-42. The Glances to be used in the Transitory States 
such as Sunya, Molina, Sranta, Lajjunvita, Glana, Sahkita, 
Visanna, Mukta, Kuncita, Abhitapta, pihma, Lalita Vitarkita, 
Ardhamukula, Vibhranta, Vipluta, Akekara, Vikosa, Trasta and 
Madira, make up their number thirtysix 1 . 


The Glances to express the Sentiments 

43. I shall now explain the characteristics of these Glances 
in connexion with the various Sentiments and the States, and shall 
describe their functions. 

44. Kanta : When with a feeling of love a person con¬ 
tracts his eyebrows and castes a sidelong look, lie is said to have 
a Kanta (pleasing) Glance which has its origin in joy and pleasure. 
It is used in the Erotic Sentiment. 

45. Bhayanaka: The Glance in which the eyelids are 
drawn up and fixed, and the eyeballs are gleaming and turning up 
is called Bhayanaka (terrible). It indicates a great fear and is 
used in the Terrible Sentiment. 

4G. Hasya: .In the Hasya (smiling) Glance the two 
eyelids are by turns contracted, and they open with the eyeballs 
moving and slightly visible; it should be used in representing 

jugglary. 

47. Kanina : The Glance in which the', upper eyelid has 
descended, the eyeball is at rest due to mental agony, and the 
gaze is fixed at the tip of the nose, and there is tear, is called 
Karuna (pathetic). 


Coomaraswamy’s text to the BharataSaatra, does not occur in the US. 
which has no less than thirtysix glances. Besides the eight glances Coo¬ 
maraswamy’s text records (loc, cit .) fortyfour glances which include 
those mentioned in the Nd. 39 (B.4'2, G.39). 

40-42 (B.43-45, G.43-42). 1 Sec' note 1 to 38 above. 

43 (B.46, G.43). 44 (B.47 G.44). 

45-46 (B.48-49a, G.45-46a). ' 47 (B.49, G.46b). 

20 
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48. Adbhuta : The Glance in which eyelashes are slightly 
curved at the end, eyeballs are raised in wonder, and the eyes 
are charmingly windened till the end, is called the Adbhuta (of 
wonder). 

49. Raudri: The pitiless Glance in which the eyeballs 
are rough, red, raised, and the eyelids are still and the eyebrows 
knitted, is called Raudri (cruel), and it is used in the Furious 
Sentiment. 

50. Vira : The Glance which is bright, fully open, agi¬ 
tated, serious, and in which eyeballs are at the centre of the eye (lit. 
level) is called Vira (heroic), and it is used in the Heroic Sentiment. 

51. Bibhatsii: The Glance in which the corners of the 
eyes are n arly covered by eyelids, the eyeballs are disturbed in 
disgust and the eyelashes are still and close to each other, is 
called Bibhatsa (odious). 


The Glances to express the Dominant States 


52. The Glances defined here are known to occur in relation 
to the Sentiments, I shall now explain the Glances relating to 
the Dominant States. 

53. Snigdha : The Glance which is not much widened 
(lit. medium widened), is sweet, and in which eyeballs are still, 
and there are tears of joy, is called Snigdha (loving); it is used 
in love ( lit. grows out of love ). 

54. Hrsta : The Glance which is moving, slightly bent 
and, in which eyeballs are not wholly visible (lit- entering), and 
there is winking, is called Hrsta (joyful); it is used in laughter. 

55. Dioa: The Glance in which the lower eyelid is 
slightly fallen, eyeballs are slightly swollen, and which is moving 
very slowly, is called Dina (pitiable) ; it is used in sorrow. 


48 (B.51, G.48). 49 (B.52, G.49). 

50 (B.53, G.50). 

51 (B.54, G.51). 1 B.G. add after this one couplet defining the 

mntarasa. 

52 (B.56, G.53). 53 (B.57, G.54). 

55 (p-9, B 56, 0.56). 


54 (p.9, B.55, G.55). 
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50 Kruddha : The rough Glance in which eyelids are 
motionless and drawn up, eyeballs are immobile and turned up, 
and the eyebrows are knitted, is called Kruddha (angry) ; it is 

used in anger. 

57 Drpta: The steady and widely opened Glance in which 
eyeballs 'are motionless, and which shows forth (lit, emits) prowess 
is called Drpta (haughty) 1 it is used in energy (ht. grows out of 

58. Bhayanvita : The Glance in which the eyes are widely 
opened, the eyeballs a™ mobile in fear and are away from the 
centre [of the eye], is called Bhayanvita (awe-stricken) j it is used 

in fear. 

59 JrgupsitS : The Glance in which eyelids are contracted 
but not joined together, and the eyeballs are covered and are 
turning away from the object coming in view (lit. the place in 
view) is called Jugupsita (disgusting); it is used disgust 

60. Visinita : The level Glance which is fully blown and 
in which eyeballs are throughly turned up and the two eyelids are 
motionless, is called Vismita (astonished); it is used in 

astonishment. 

The Glances to express tlio Transitory States 

61 These are the Glances relating to the Dominant States, 
that I haV8 just defined. 1 shall now explain the characteristics of 
the Glances in the Transitory States. 

62 Sunya: The Glance which is weak and motionless 
and in which the eyeballs and the eyelids are in ordinary position 
(lit. level), and which turns to the space and is not attentive to 
external objects is called Sunya (vacant). 

63 Malina • The Glance in which ends of the eyelashes 
are not shaking and ends of the eyes are pale and which is charao 
terised very much by half-shut eyelids, is called Main* (pale). 


56 (p.9, B.57, G.57). 
59 (B 60, G.80). 

62 (B.63, G.63). 


57 (p.9. B.58, G.58). 
60 (B.61, 0 .61). 

63 tB.64, 0.64). 


58 (B.59, 0.5!>). 
61 (R.62, 0.62). 


<§L 
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G4. Sranta: The resting Glance in which eyelids have 
been let down due to fatigue, corners of the eyes are narrowed, 
and the eyeballs are fallen, is called Sranta (tired). 

65. Lajjanvita • The Glance in which ends of the 
eyelashes are slightly bent, the upper eyelid is descending in 
shyness, the eyeballs are lowered due to shame, is called Lajjanvita 

(bashful). 

G6. Glana : The languid Glance in which the eyebrows, 
and the eyelashes arc slowly moving and eyeballs are covered 
[under the eyelids] due to fatigue, is called Glana (lazy). 

G7. Bahkita : The concealed Glance which is once moved, 
and once at rest, slightly raised, obliquely open and in which 
the eyeballs are timid, is Sankita (apprehensive). 

68 Visanna: The bewildered Glance in which eyelids 
are drawn wide apart in dejection, and there is no winking and 
the eyeballs are slightly motionless, is called Visanna (dejected). 

69 Mukula : The Glance in which eyelashes are slightly 
trembling, the upper eyelids are of the Mukula type and the 
eyeballs are opened in happiness, is called Mukula. 

70 Kuhcita * The Glance in which ends of eyelashes are 
bent due to the eyelids being contracted and the eyeballs are also 
contracted, is called Kuhcita (contracted). 

71. Abhitapta: The Glance in which the eyeballs are 
slowly moving due to the movement of the eyelids, and w mi 
indicates much distress and pain, is called Abhitapta (distressed).^ 

72 Jihma : The Glance [in which the eyelids are hanging 
down and slightly contracted and the ey*alls are conerfed, an 
which casts itself obliquely and slyly is called Jihma (crooked). 

73 Lalita : The Glance which is sweet, and contracted at 

the end t'of “tye] and which is smiling and has movement of the 
eyebrows, and shows signs of love is called Lalita (amorous)._ 


64 (B 65, O'.65). 
67 (B 68, 0.68). 
70 (B.71, 0.71). 
72 (B.73, G.78). 


65 (B.66, 0.66). 
68 (B.69, 0.69). 
71 (B.72, 0.72). 
73 (B.74, 0.74) 


66 (B.67, 0.67). 
69 (B.70, 0.70). 
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74 Vitarkita : The Glance in which the eyelids are turned 
up for guessing, the eyeballs are full blown and moving downwards 
is called the Vitarkita (conjecturing). 

75. Ardhamukula: The Glance in which owing to joy the 
eyelids are of the Ardhamukula'. type, the eyeballs are halt-blown 
and slightly mobile is called Ardhamukula. 

76. Vibhranta: The Glance in which the eyeballs are 
movingrandrso are the eyelids, and the middle [of the eye] ,s tv.de 
operand full-blown, is colled Vibhranta (confused) . 

77. Vipluts: The Glance in which the eyelids [6rst] 
tremble and then become.motionless and tl.e eyeballs are [again] 

• disturbed, is called Vipluta (disturbed). 

78 Akekara • The Glance in which the eyelids and the 
corner of the eyes are slightly contracted and joined together 
and is half-winking,? and the eyeballs are repeatedly turn.ng up, ts 
called Akekara (half-shut). 

79. VikoSa : The joyful Glance in which the two eyelids 

. " ' , winkina and the eyeballs are not 

are wide open and there is no wimuug a 
immobile, is called Vikosa (full-blown). 

80. Trastit. The Glance in which the eyelids are drawn 
up in fear, the eyeballs are trembling and the middle of the eye ts 
full-blown due to panic, is called Trastit (Lightened). 

81. Madira : The Glance in which the middle of the eye 
Is rolling, the ends of the eyes are thin, the: eyes are bent, and the 
corners of the eyes are fully widened, is called Mad.ra (mtox.cated). 

It is to be used in representing light intoxication. 

82. In medium intoxication this Glance should have its 
eyelids slightly contracted, the eyeballs and and the eyelashes 
slightly mobile. 

„„ T • /i; f t i„, worst) intoxication the Glance 

88. In excessive (lit. tne wuiaw_ 


74 (B.75, G.75). 

76 (B.77, G.77). 

77 (B.78, G.78). 
80 (B.81, G.81). 
83 (B.84, G.84). 


75 (B.76, G.76) 

i B.G. read 76b. differently- 

78 (B.79, G.79). 79 CB.80, G.80). 

81 (B.82, G.82). 82 (B.83, G.83). 
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should have [either too] much winking or no winking at all, and 
the eyeballs in it should be slightly visible, and it (the look) 
should be turned downwards. 

84 These are the thirtysix Glances due to the Sentiments 
and the Dominant States[described by me. Now listen about their 

uses. 


Uses of the Glances expressing the Transitory States 
85. The Glances due to the Sentiments are to be used in 
representing them, while Glances due to the Dominant (States) 
should be used*-in expressing these. Now listen about the uses 
of the Glances duo to the Transitory States m representing the 

(States),^ ^ (TOant) _. n anrfety afld paralysis (motion- 

lessness). 

Malina (pale)-in discouragement, change of colour. 

Sranta (tired)— in'weariness and depression. 

Lajjanvita—(bashful) 1 —in shame. 

Glana (lazy)-m epilepsy, sickness and weakness. 

Bahkita (apprehensive) in apprehension. 

Visanna (dejected)—in depair. 

Mukula-in sleeping, dreaming and happiness. 

Kuficita (contracted) in envy, undesirable object, objects 

visible with difficulty and pain in the eye. 

Abbitapta (distressed) in discouragement, ace,dental 

an<1 ^ Jihma (crooked)—in envy, stupor and indolence. Lalita 

(amorous)—in contentment and joy. 

YiterkitR (conjecturing) in recollection and deliberation. 
Ardhamukula—in joy due to an experience of [sweet] 

or touch. _ _ __ 


84 (B 86, G.84). 1 We adopt G’s reading. 

85 (B.S6, G.85). f ...... ,, /v - -ns 

86-93 (B.87-94, G.87-94). * iajjtta Uahta, B.). 
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Vibliranta (confused)—in agitation, hurry and confusion. 
Vipluta (disturbed)— inconstancy, insanity, affliction of 
misery and death. 

Akekara (half-shut)- in looking to a distant [object], 
separation and consecration by sprinkling (jyiolsita 

VikoSa (full-blown)—in awakening, arrogance, indignation 
cruelty and assurance. 

Trasta (frightened)—in fright. 

Madira (intoxicated)—in intoxication. 

94-D5. Here I have finished tlie proper discription of the 
thirty* Glances ; now listen about, tlie [additional] Glances, and 

gestures of the eyeballs, the eyelids and the eyebiotts (tie o 

Sentiments and the States« 


The eyeballs 

95-96 Eyeballs have gestures of tune kinds : Bhratnana 
(moving round), Valana (turning), Pata-Patana (relaxing), Calana, 
(trembling), StuppraveiSana, (drawing inside), Vivartana, (turning 
sideways), Samudvrtta (raising up), Ni?krama (going out) and 
Prakrta (natural). 

’ 98-98. Bhramana (moving round) turning round the 
eyeballs at random. 

Valana (turning)— moving (the eyeballs) obliquely. 

Patana=Pata (relaxing) the relaxation (of the eyeballs.) 

Calana (trembling)—the tremor (of the eyeballs.) 

Samprave6ana= PraveSa (drawing inside)-drawing (the 

eyeballs) in. , „ ., 

Vivartaua (turning)— turning the eyeballs sideways in a 

sidelong glance ( I'otal'sn ). 


1 B. G. road j>reksitesu.' 
94r95 (B.95, G.95). 


95-96 (B.96b-97a, G.96). 1 B.G, read one additional couplet after 


this. 


96-98 (B.98b-100a, G,98-100a). 
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Samudvrtta (raising up)—the raising up of the eyeballs. 
Niskramana (going out)—going out [as it were of the 
eyeballs.] 

Praki-ta (natural))— eyeballs in the natural (glance.) 


Jscs of the eyeballs 

99 -101. Now listen about their uses in [different] Senti¬ 
ments and States. 

Bhramana (moving round), Yalana (turning) and Samudvrtta 
(raising of eyeballs)-in the Heroic and the Furious Sentiments. 

Niskramana (going out), and Yalana (turning of the 
eyeballs) —in the Terrible Sentiment. 

Sampravesana (drawing of the eyeball)—in the Comic and 
the Odious Sentiments. 

Patana (relaxed eyeballs) in the Pathetic Sentiment. 

Niskramana (going out of the eyeballs)-in the Marvell¬ 
ous Sentiment. 

Prakrta (natural) eyeballs—in the remaining Sentiments 
(lit. States). 

Vivartana (turning sideways of the eyeballs)—in the Erotic 
Sentiment. 

102. These are the natural gestures of eyeballs based on the 
popular practice. They are to be applied [suitably] to all the 
different States. 

The additional Glances 

103-107. I shall speak about the varieties of Glances in 
special relation of these (lit. there). These are of eight kinds, viz. 
Sama (level), Sacl (sidelong), Anuvrtta (inspecting), Alokita (casual), 
Yilokita (looking round), Pralokita (carefully looking), Ullokita 
(looking up), and Avalokita (looking down). 


99-101 (B.101b-104a, G.100b-102a). 
102 (B.104b-105a, G.l02b-104a). 
103-107 (B.L05b-110a, G.104-109a), 
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form. 


Sama (level)—the eyeballs are in a level position and at rest. 
Bad (side-long)—the eyeballs are covered by eyelashes. 
Anuvrtta (inspecting)-Glance which carefully observes any 


Slokita (casual)— (the eyeballs) in suddenly seeing any 


object). 

Vilokita (looking round)— (eyeballs) in looking back. 

Pralokita (carefully looking)— turning (eyeballs) fiom 
to side. 

Ullokita (looking up)—(turning the eyeballs) upwards. 

Avalokita (looking down)-(turning the eyeballs) towards 
the ground. 

These arc the gestures of the eyeballs in relation to all the 
Sentiments and the States. 

The eyelids 

108 -m. Now listen about the gestures of^the eyelids follow 
which the movements of eyeballs They al ° * nniesa I' 0 ..’ 

Nirnosa (closing), Prasrta (expanding), Kutaa 
Sama (level), Vivartita (raising up), Sphunta (tin "ig), 
(resting), and Vitadita (driven). 

Unraesa (opening)—separating the eyelids 

Nimesa (closing)—bringing together the eyelids. 

Prasrta (expanding) -separating the eyelids widely 

Kuncita (contracted)— contracting the eyelids. 

Sama (level)— eyelids in a natural position. 

Vivartita (raising up)—raising up the eyelids. 

Sphurita (throbbing)—when the eyelids are throbbing. 

Pihita ( resting)—when the eyelids are at rest (lit. closed). 

Vitadita (driven)- when struck the eyelids are struck 
accidentally. 


<§L 


108-111 (B.llOb-lHa, G.109b-113a). 
21 
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129-132. This is the description of the gestures of the 
nose. Now listen about their uses : 

Nata—in slight veeping at intervals. 

Manda—in discouragement, impatience and anxiety. 

Vikrsta—in strange smell, breathing, anger and fear. 
Socchvasa—in sweet smell and deep breathing. 

Vikunita—in laughter, disgust and envy. 

Svabhavika—in the remaining conditions. 


The cheeks 


132-131*. Cheeks are of six kinds: Keatna (depressed). 
Phulla (blown), Purna (full), Kampita (trembling) and Kuncita 
(contracted) and Sam a (natural). 

Ksama (depressed)—(cheeks are) fallen. 

Phulla (blown)—(cheeks are) raised 
Purna (full)—(cheeks are) expanded. 

Kampita (trembling)—(cheeks are) throbbing. 

Kuncita (contracted)—(cheeks are) narrrowed down. 

Sama (natural) - as (cheeks are) by nature. 


Uses of the cheeks 


135-137. Cheeks have been described. Now listen about 


their uses. 


Ksiama (depressed)—in sorrow. 

Phulla (blown)—in joy. 

Pnrna (full)—in energy and arrogance. 

129-182 (B.l82b, 134-136u, G.130b-183). 1 Instead of 129b, B. reads 
one couplet slightly different in content. 

132-134 (B.136b-138, G.l34-I36a). 

185-137 0.136b-l38). 
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Kampita (trembling)—in anger and joy. 

Kuucita (contracted)—in horripilation (sensitive) touch, cold, 


fear and fever. 

Sarna (natural)—in the remaining conditions. 


The lower lips 

137-139. Gestures of the lips are six in number, (lbey 
are) : Vivartana (narrowing), Kampana (trembling), Visarga 
(spreading out), Viniguhana (concealing), Sandastaka (biting), 
Samudgaka (contracting). 

Vivartana (narrowing)—lips narrowed down. 

Kampana (trembling) —throbbing (of lips). 

Visarga (spreading out)—to spread out (lips). 

Viniguhana (concealing)—drawing in (of lips). 

Sandastaka (biting) - (lips) bitten by teeth. 

Samudgaka (contracting)-the contraction of lips and keeping 
them at rest. 

Uses of the lower lips 

140-142. These are the gestures of the lips; now listen 
about their uses. 

Vivartana (narrowing)-in envy, pain, contempt, laogllter 
and the like. 

Kampana (trembling) -in pain, cold, fear, anger, swiftness 

and the like. _ 

Visarga (spreading out)—in women’s amors, affected mdi er- 

ence and painting of lips. 

Viniguhana (concealing)— in making efforts. 

Sandastaka (biting)—in manifestation of anger. 

Samudgaka (contracting)-^ pity, kissing and greeting. 


137-139 (B.141b-143, GL139-141a • 
140-142 (B.144-146, G.14lb-144*)- 
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Uses of the eyelids 


112-115. Now listen about their uses in different Senti¬ 
ments and States: 

Yivartita (raising up)—in anger. 

Nimesa (closing)—in anger. 

Unmesa (opening)—in anger. 

Prasrta (expanding)—in objects causing wonder, joy, and 
heroism. 

Kuncita (contracted)—in seeing undesired objects, (sweet) 
scent, flavour and touch. 

Sama (level)—in love. 

Sphurita (throbbing)—in jealousy. 

Pihita (resting)—in dreaming, fainting, affliction due to 
storm, hot smoke, rains and collyrium and eye-disease. 

Vitadita (driven)—in accidental injury. 

These are the uses of the eyeballs and the eyelids in express¬ 
ing the Sentiments and the States. 


The eyebrows 


116-120. Now, listen about the gestures of eyebrows, 
which accord with those of the eyeballs and the eyelids. (They) 
are seven in number and are as follows : Utksepa (raising), Patana 
(lowering), Bhrukuti (knitting), Catura (clever), Ivuucita (con 
tracted), Recita (moving) and Sahaja (natural). 

Utksepa (raising)—raising of eyebrows simultaneously or 
one by one. 

Patana (lowering)—lowering of eyebrows simultaneously 
or one by one. 

Bhrukuti (knitting)-- raising the root of tho eyebrows. 

Catura (clever)—slightly moving and extending the eye¬ 
brows in a pleasing manner. 


112-115 (B.114b-118a, G.118b-117a). 
116-1 (B.ll8b-123a, G.117b-122ft), 
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Kuficita (contracted)—slightly bending of eyebrows one by 
one or the both at once. 

Recita (moving)—raising of one of the eyebrows in an 
amorous way. 

Sahaja (natural)— the position which the eyebrows maintain 
by nature. 


Uses of the eyebrows 

121-125. Now I shall speak about their uses in (expressing) 

the Sentiments and the States. 

Utksepa (raising)— in anger, deliberation, passion, sporti¬ 
veness, in seeing and hearing only one eyebrow is raised, and in 
surprise, joy and violent anger both the eyebrows are raised up. 
Patana (lowering)—in envy, disgust, smile, and smelling. 
Bhrukuti (knitting)—in objects of anger, dazzling light. 
Catura (clever)—in love, sportiveness, pleasing (object), 
(pleasing) touch 1 and awakening. 

Kuncita (contracted)—in manifestation of affection, pretended 
and hysterical mood. 

Recita (moving)—in dance. 

Sahaja (natural)—in simple (f vnaviddka ) conditions. 

The nose 

126-123. Gestures of the eyebrows have been described > 
now listen about those of the nose. They are of six kinds : 
NatS, Manda, Vikrsta, Socchvasa, Vikunita and Svabhavika. 
Nata—lobes are constantly clinging (slistajntia) 


Manda—lobes are at rest. 

Vikrsta—lobes are blown. 

Socchvasa—when air is drawn in. 

Vikunita—the contracted nose. 

121-125 (B-I23b-126, 128-I29a, G l 22b-127a). ' B. read? 124 a 

differently and one additional hemistich after this. 

126-128 (B.129b-l32a, G.127b-130a). 
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The chin 

143-146- So much about the gestures of the lips ; now 
listen about those of the chin ; (they are) : Kuttana, Khandana, 
Chinna, Cuksita, Lehita, Sam a and Dasta. 

Kuttana—when the upper teeth are in conflict with the 
lower ones. 

Khandana—when (the two lips) repeatedly come together 
with each other. 

Chinna—when (the two lips) very closely meet each other, 

Cukfjita—when (the two lips) are held widely apart. 

Lehita—in licking the (lips) with the tongue. 

Samu—when (the two lips) slightly parted from each other. 

Dasta—when the lower lip is bitten by the teeth. 

Uses of the chin 

146-149. Kuttana—in fear, cold, attack of old age, and 
sickness. 

Khandana—in mutterings prayers (japa), studying, speaking 
and eating. 

Chinna—in sickness, fear, cold, (taking) exercise, and angry 

look. 

Cuksita—in yawning. 

Lebita=Lehana—in greediness. 

ft am a. —in a natural position. 

Dasta—in angry efforts. 

So much about the gestures of the chin in relation to the 
teeth, the lips and the tongue. 

The mouth 

149-156. Gestures of the mouth are : Vidhuta, 
Vinivrtta, Nirbhugna, Bhugna, Vivrta and Udvahi. 


148- 146 (B.147-150a, G.l44b-147). 
146-149 (B.150b-153a, G.147-i50a). 

149- 156 (B.153b-l60a, G.150b-157). 
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Yidhuta—the obliquely open (mouth). 

Vinivrtta—spread out (the mouth). 

Nirbhugna—(the mouth) lowered. 

Bhugna= Vyabhugua—(the mouth) slightly spread out. 
Vivrta—the mouth with the lips kept apart. 

Udvalu—(the mouth) turned up. 


TTcoa of the mouth 


Vinivrtta—in women’s envy, jealousy, anger, contempt 
and bashfulness and the like. 

Vidhuta—in restraining, saying ‘not so’ and the like. 

Nirbhugna—in looking into depth and the like. 

Bhugna-in being ashamed, discouragement, impatience, 
anxiety, discipline and consultation. It is natural or tie 
ascetics. 

Vivrta —in laughter, sorrow and fear. 

Udvahl-in sportiveness and pride of women, in saying 
‘go away’, and disregard, in saying ‘so indeed’ and angry worts. 

156-157. The experts should also use the mouth m 
conformity with the varieties of Glances such as Sama and Saci 
and the like mentioned by others. 


The colour of the face 

157-158. The colour of the face according to the circnm- 

.... • of four kinds: natural (svabharika) 

tanccs (lit, meaning) i* ot torn kh _ 

right ( prasanna ), reddened (raid*) and dark {syau )• 

TToas of the colour of the face. 


159-100. Natural face-in a natural and indifferent (mood). 
Bright face-in wonder, laughter and love. 

Reddened face—in intoxication and in the Heroic, the 
Terrible and the Pathetic Sentiments._ 


156- 157 (B.160b-I6ln, Gr.158). 

157- 158 (B.16lb-162a, 0L159). 
>58rlg0 (B.162H64, OKI 60- I6‘2a). 
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Dark face—in the Terrible and the Odious Sentiments. 

161- 162. The colour of the face should be thus used to re¬ 
present the States and the Sentiments. The acting done with the 
Gestures of the Sakha 1 , the Ahga and the Upanga is good, but 
without proper colour of the face it will not bo chaiming (lit.) 

beautiful. 

162- 163. Even a few Gestures when combined with the 
proper colour of the face will double their charm (lit. beauty) just 
as the moon [rising] at night will. 

163- 104. Glances too when combined with the proper colour 
of the face will clearly express the different States and the Senti¬ 
ments, and on this (t.c. the colour of the face) the Ilistiionic 


Representation rests. 

164-165. The colour of the face suitable to the represen¬ 
tation of the States and the Sentiments, should follow every 
gestures of the eye (Glance), the eyebrow and the mouth. So 
much about the colour of the face which is the basis of the 
States and the Sentiments. 


The neck 

166- 167. I shall now tell you, O Brahmins, about the 
gestures of the neck. .1 hey are of nine kinds . fearoa, Nata, 
Unnata. Tryasra, Recita, Kuncita, Ahcita, Valita, and Vivrtta. 

Description and uses of the neck gestures 

167- 171- Saraa—the natural neck. (Uses) : in meditation, 
natural pose, and muttering of Mantras. 

Nata— (neck with) face bent down. (Uses) in wearing (lit. 
binding) ornaments, putting ones arms lound (lit. taking) some¬ 
body’s neck. 

161- 162 (B.165b-166a, G.l62b-163). 1 See 11 and 15 above. 

162- 168 (B.166-167a, G.164). 

163- 164 (B.167b-168a, G.165). 

164- 165 (B t i68b-169, G.l66-167a). 

166- 167 (B.170, G.167b 168a). 

167- 171 (B.171-175, G.168b-173a). 





•VIII 172 ] THE GESTURES OF MINOR LIMBS 

Untiata—neck with the face upturned. (Use) : m looking up. 
/fryasra — neck with the face turned sideways. (Use): in 

carrying weight on the neck, and sorrow. 

Recita—the neck shaken or moved. (Uses): in feeling 
( bhava ), churning and dance. 

Kuncita—the neck with the head bent down. (Uses) : in 
pressure of weight and in protecting the neck. 

Ahcita—the neck with the head turned back. (Uses): in 
hanging (to death^), arranging hair and looking ui) high up 

Vahita-the neck with the face turned sideways. (Uses) fin 
looking with the neck turned round, 

Vivrtta— neck with the face towards the front. (Use) : m 
(indicating) going towards one’s own place. 

172-173- These are the many varieties of the neck gestures 
according to their [expressing different] customary states of 
men. Gestures of the neck are all to follow the gestures of the 
head and the head,gestures also are reflected in those of the 
neck. So much about the description of the gestures of the 
head and the connected minor limbs {upanga) and t u*ir uses. 
Now listen about the gestures of the remaining nu is (angn ■ 
which f am going to describe. 

Here ends Chapter VIII of Bharata's Nlityaftatra, 
which treats of the Gestures of Minor Lmdis. 
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172-173 (R.176-1.77, G.173b-175). 
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CHAPTER NINE 
THE GESTURES OF HANDS 
Bharata speaks 

1-3. So mucli about the minor limbs such as head, eyes, 
eyesbrows, nose, lips and clieecks, and their description that 1 
was to tell you. I shall now define you for the gestures of hands, 
breast, sides, belly, waist, thighs and feet and [explain] their proper 
use * 1 . In this connexion I shall .[first of all] explain the gestures 
of hands and the like, that are used in the production of a play. 

You are to listen how they are to be applied [in acting]. 

Sixtyseven gestures of the hand 

4-7. Gestures of single hands (asamyida-hanta) 1 * * * * * are twenty- 
four in number : Pataka, Tripataka, Kartarimukha, Ardhacandra, 
Arala, Bukatunda, Musti, Bikhara, Kapittha, Katak&mukha 8 , 
Sucyasya (Suciinukha), PodmakoSa, Sarpasirah, Mrga&rsa, Kahgula, 
Alapadma (Alapallava), Catura, Bhramara, Hamsasya, Hamsa- 
paksa, SandamSa, Mukula, Urnanabha and Tfunracuda. 


1-3 (B.l, 3, 2, G.l-3). 1 This use relates to the two-fold Practice 

(realistic and coventional) on the stage (See NS. XIV. 62ff). The 
realistic Practice (lokadharmi) in this connexion is of two kinds, viz. 
(1) that reflecting one’s emotion, as in arrogant reference to one’s own- 
self, this (fiatakd) hand is to be raised on a level with the forehead 
(IX- 19), (2) that representing the external form of an object, as the 
use of the PadrnakoSft hand to represent lotus and similar flowers. The 
conventional Practice ( natyadharmi ) is likewise of two kinds, viz. 

(1) that creating an ornamental effect, as the use of the four karanas 

of the hand (See IX. 205-211 below), (2) that partially suggesting 

a popular behaviour, as the use of the tnpatuku hand to represent 

words spoken aside ( janaiitika ). See Ag. 

4-7 (B.G. same). 1 These hands gestures are ordinarily used singly ; 

but at times two hands showing one of these gestures are used simul¬ 

taneously But still these are called single ( asamyuta ) hands. For, 
combined (Jsa>iiyuta) hands are so called because they am always to be 
shown bv both the hands ; see Ag. 

2 Home m?-. read this name as khaUxkhmukha Our reading is 
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8-10. Gestures of combined hands (samyuB-hasta) 1 are 
thirteen in number : Aujali, Kapota, Karkato, Siastika, Kanaka 
vardhamanaka 2 , Utsanga, Nisadha, Dola, Puspaputa, Makara, 
Gajadanta, Avahittha and Vardbamana. 

10-17. Dtace-lmn* * (nrlM-h, u U;' are Caturesra’, Udvjtta 
Talamukha, Svastika, Vipiaknna, Arakkataksmukha, Avid.il.a- 
vaktra, Sucyasya, Rcdta, Ardharecita, Uttanavauci*?, 1 al ava, 
Nitamba, Ke&bandhd, Lata, Karihasta, Paksavaueitn ’a, »** 

pradyotaka, Garudapaksa, Dandapaksa, Lh'< n.miama i, • 

Lill, Uromandali Urah-parsvardban,andali, Mus .kasvast.ka, 
Nalinipadmakosa, Alapallava, (Jlbana, Lalita and Va 1 <«• 

These are the sixtyfour 8 gestures of hands. 

Gestures of single hands 

17-20. Now listen about their definition and uses. 

Pataka (flag)—the fingers extended and close against one 
another, and the thumb bent. 


- -j-v j c* . Al /iiwwi, vnrflp 124. A* K* Coom&raswuiny 

supported by the AD. (Sec ed. M. Ghosh, verse 

MG. p. 50). 

8-10 (B.G. same). 1 See note 1 to 4-7 above. 

... „ k hn!akh° : katakmnrdhana, is the 

* Some mss. read this name as fchatam , *a. 

• xi ,a AD. (ed. M- Ghosh, 187 and A. iv. 
uame ot a- samyuta-hasta in tne juj o 

Coomaraswamy, MG. p- 60). 

10-17 (BG 10b-17a). 1 These gestures (dance hands, nrttahasta) 

antl.oir aan!oiini»lios,arc. ordinarily to be _t *» , b- tore** 
of actios too they are oft™ to be ,«d »I™S »'M. **»•> <«!( 

and combined) to create m ornamental effect (Se„ nob- 1 to 1-8 abov ). 

{Sc© 

» In the Skt. text these names arc given in dual number e.g. 
our caturasra stands as caturasrau. The reason for this is to be sough 
iu the fact that unlike the single and combined hands which must repres,ot 
one single idea or object, the hands in the dance-hand gestures are 
tube individually moved, not for representing any idea or object but 
for creating an ornamental effect iu acting as well as in dance. ,Seo Ag. 

* In actual enumeration hand gestures are sixtyseven in number 

(single 24, combined M and lWh*»d« 80) to ** ** 

should be emended to safitasosthi. 17-26 (B.18-2o, 26a, G. 1 8-2 j>. -6a). 








, 0 f\NDlA 


THE E AT Y AS ASTRA • [ IX- 42- 

42. And with the two such ( scmyuta ) hands or one such 
( asamyuta ) hand should be represented antelope, yak, buffalo, 
celestial elephant ( airovata ), bull, gate ( jopura) and hill-top. 

48-45. Ardhacandra (crescent moon)—the fingers and the 
thumb so bent as to make a curve like a bow. 

(Uses) : With this should be represented young trees, 
crescent moon, conclishell, jar (kcilasu), bracelet, loiciblc opening, 
exertion 1 , thinness and drinking 2 . With this [very] Ardhacandra 

hand women should represent girdle, hip, waist, lace, i alapatia 
and earring. 

4G-ff2. Aral a (bent)—the forefinger curved like a bow, 
the thumb also curved and the remaining fingers separated and 

turned upwards. . 

(Uses) : With this should be repre&nted courage, pride, 

prowess, beauty, contentment, heavenly [objects], poise, act of 
blessing and other favourable states. And this, again, wd re¬ 
present woman’s gathering of hairs or scattering them and looking 
carefully over their entire body. The preliminaries to the marriage 
by bride’s going round the bridegroom 1 and [marital] union 2 are 
to be represented by two Arala hands moving around each ( 
and their fingers meeting in the form of a Svastika. And with 
similar hands should be represented circumambulation, round 
objects, great crowd of men, objects arranged on the ground . In 
calling any one, asking any one hot to come in, uprooting anything, 


42 (B.G. 42). 

43 - 4 f, (lHr. 43-45). ' avast am khedam (Ag.). 

- f>hnam for piuam (B.G.). 

3 Mbs. read tidapatra (Jarf.apatra) moaning a kind of ear-ornament 
{toJa„ka or Mfiukd). It is different kundala from which is also an 

oar-onuuwnt. 

46-52(0.16-52, G 46-51, 53). 1 kautukam—vivahat purvab/um 

vadfmvaravor tirarah anidrrivuhah (Ag. )• 

- vivahah—agnau snksiai paiiigrahanam (Ag.). 

* Objects such as .1 ipanh and flowers arranged on the ground 
|,V \lpana w Ualpana by Audiv ai Suzanne Karpellea, Paris, lt>30(?) 
3 (}. reach' alter this a couplet de.finmg the Arala tuuid. 
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saying too many things, wiping off sweat ami enjoying sweet smell, 
tibuse, censure the Tripataka hands hare heen p.«enbe,l before by 
me, hut women are to use the Ar5la hand to represent these. 

' 53-54. Sukatunda (parrot’s beak)- the ring-tingcr (third 

finger) of the Arala hand is bent* 

(Uses) with this should be represented words suet, as (It 
is) not I’, ‘(It is) not you, (It is) not to be done, invocation, 
farewell, and saying ‘Fie (upon you)’ in contempt. 

55-50. Musti (list;— fingers have their ends [bent I into the 

palm and the thumb [is set] upon them. 

(Uses) i It is used to represent beating, eaereise '.exit, jess¬ 
ing., shampooing 3 , grasping sword and holding clubs and spa ,s. 

' 57-58. Sikhara (peak) in this very hand (ines(0 'll” thumb 

raised. . 

(Uses): It is used to represent reins wh.p, goad, nnv, 

. . ,• / 1 ni . ,, « D ike (taklt), painting the two 

throwing a javelin (t ovuun) o • • l 

lips and feet and raising up hairs. 

59-GO. Knpittha (elephant-apple)- the forefinger ot the 

Sikhara hand to be bent and pressed by the (hum >. 

(Uses) : It is to represent weapons such as ^^rd, how, 

discus, javelin (tmn.ro), spear (Mn), m,,te ’>-* 

thunderbolt and arrows, true and whoisonu < 

61-64. Kataksmukha-the ring-finger and the little maer 

of this Kapittha hand to he raised and bent. 

(Uses) : It is used to represent sacrifice*, <>1 at.on , 

umbrella drawing up rein, fan, holding a mirror, drawing 


Yyayamo- according to Ag. means 


1)3-64 (B.58-54, G-54-55). 

55-56 (B. 55-56, G.M- U 

^^(fight w dnel). buffalo* while milking them 

a iPressmg of tho toate or r( > v 

mmpAane--mahimdidohnne <Ash , , 

3 Samvnhma acwwdUilI to Ag-.. 

euu M ' **-" .*"• 

2 havyain -'njyndyhinnkficnn^r )- 
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(Uses) : To represent an administration of blows, scorching 
heat, urging, attainment of happiness and arrogant reference of one’s 
ownself 1 this hand is to be raised on a level with the forehead, lo 
represent the glare of heat, torrential rain and shower of flowers two 
Pataka hands with the fingers separated and moving, are to be joined 
together. A shallow pool of water, present of flowers, grass and 
any design [lit object] made on the ground are to be represented 
by two such hands separated from the Svastika position. The 
same Pataka hands with their fingers pointing downwards are to 
be used to represent anything closed, made open, protected, 
covered, dense or private (concealable). This very hand with 
its fingers pointing downwards and moving up and down, is to 
express-the speedy movement of wind and [ocean] waves, (ocean 
waves] breaking . against the shore, and flood. The Reeaka 
of this hand should be used to represent encouragement, many 
[in number], a great crowd of men, height, beating of drums, and 
flight of birds upwards. And anything washed, pressed, cleansed, 
pounded, or holding up a hill or uprooting it, should be represented 
by the palms of two such hands rubbing each other. 'Ibis is 
also the manner of representing man and woman 2 . 

20-32. Tripataka (flag with three fingers)—the third finger 
of the Patakahand to be bent. 


(Uses) : It is to be used in representing invocation, descent, 
bidding goodbye, prohibition, entrance, raising up [anything] 1 , 
bowing [in salutation], comparing 2 , suggesting alternatives, touching 
[the head with] auspicious objects or putting them on the head, 
putting on a turban or crown and covering the mouth or the ears. 
This very hand with its fingers pointing downwards and moving 
up and down is to be used in representing flight of small birds, 
stream, snake, bees and the like. And with the third finger of the 


1 In saying 'I too,’ ‘of mo too’, 'by ino too’, in me too’ and the like (Ag). 

2 Ag. gives detailed rules about the use of the pataka hand in all 
the cases mentioned above. 

26-32 (B.G. 26b-32) 1 Ag. thinks that this relates to objects like 

one’s chin. 

: nidarmnam u-pavinnopamcyabhhvam (Ag ). 
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Tripataka should bo represented wiping oti tears, drawing a iilaka 
or Patralekha 3 and touching of hairs. 

83-38. Two Tripataka 1 * hands held like a Svastika repre¬ 
sents adoration of the feet of venerable persons {guru). J wo such 
hands are to meet each other’s end for representing marriage. 
Separated and moved from this position they indicate a king. 
When obliquely forming a Svastika they represent planets. i<> 
indicate an ascetic they are to be raised with palm tinned back¬ 
wards. To represent a door they are to face each othei. feubmaihu 
fire, battle and sea-monsters are to be indicated by two J lipataka 
hands, first raised near one’s face and then moved with the fingei.- 
pointing downwards. •'ith these very hands should be indicated 
jumping of monkeys, waves, wind and women. To show the cresont 
moon this hand should put forward its thumb, and to indicate 
a king’s march [against his enemy] this hand should turn itself 
towards the back. 




-> 39-41. Kartarumiklm (sissors’ blades)—the forefinger of 


the Tripataka hand to bend backwards. 

(Uses) : This [hand with its fingers] pointing downwards 
will represent showing the way, decorating the feet 1 or dying them . 
and the crawling [of babies] 3 . With fingers pointing upwards it 
will represent biting, horn and letters. And when the fingeis in it 
are turned differently (ie. the middle finger is bent backwards) it 
will represent falling down, death, transgression 4 , reversion, cogita¬ 
tion and putting [anything] in trust 5 . 


» rocanalabhanakam-tondxmz (the body) with go-rocana or drawing 
ornamental designs {patralekha) on the body with this substance. 
Gorocana is a bright yellow pigment prepared from the urine or bile of 
a cow. 

33-38 (B.G. 33-38). 1 This portion does not occur in all msso and 

may well have been a later addition. 

3 Parents, grand-parents and the spiiitual guide etc. are meant b\ 

this term. 

39-41 (B.G. 39-41) 1 racanam kasturika diHapatmbftaitgadikriy'u 

(Ag.). * ranjatum alaktakena (Ag.). 

3 Rend rihgana for rahgana in B. 

1 vyattkramau—aparddhah (Ag.). nyasta-niksepa/ui. 
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[patterns] 3 , powdering, taking up big sticks, arranging a pearl neck¬ 
lace, taking up garlands, gathering the ends of clothes, churning, 
drawing out arrows, plucking flowers, wielding a goad, drawing out 
a goad, string and looking at a woman. 

65-71. Sucimukha—the fore finger of the Katakamukha 
hand to be streched. 

(Uses) *. I shall tell you briefly of its various uses as the 
forefinger [in it] is raised and bent, moving sideways, shaking, 
moving up and down, and moving up without any rest. 
By moving the forefinger upwards [in this hand] are to be 
represented liscus, _ lightning, banners, blossoms, earring 1 , zigzag 
movement, a cry of approbation 2 , young serpent, young sprout 3 , 
incense, lamp, creepers 4 * , Sikhanda 6 , falling down, curve and round¬ 
ness and with the forefinger raised this [hand] again should be 
used in [representing] stars, nose, [the number] one, club and 
stick. And [this hand with the forefinger] bent should meet the 
mouth to represent a being with teeth, and by the circular 
movement of this hand one should represent the taking away [a 
man’s] every thing. And the forefinger in this hand should be alter¬ 
nately raised and lowered to represent long study and long day. And 
the same should be curved, moved up and down near the face to 
represent a sentence. And to indicate ‘no’ or ‘speak’ the fore¬ 
finger should be stretched, shaken and moved up. 

72-75. This hand should be shaken to represent" auger, 
perspiration, hair, ear-ring, armlet and decoration of the cheeks. 


* khamlanam —drawing decorative patterns or designs on anything. 
Ag’s explanation of this seems to be wrong. Cf. alakh-tilaka patravahm 
khantlante (draws the alaka-iilaka and patravo/i) in the Kirtilata of 
Vidyapati. See ed. Haraprasad Hastrl, Calcutta, BS. 1331 (H24) pp. 
18-14, and tlm root khail (to draw) in E. Bengal dialect of Tippera. 

65-71 (B.64-71a; G.66-72). 1 karnacidika — kartiapura (Ag.). 

3 Saying 'welldone’, 'how beautiful* etc :1 pal lava but B. bcdyava. 

4 The text uses two words valll and lath meaning 'creeper’. Ag. 
distinguishes between the two as follows : alavi'i-prabhrtayo mil yah and 
drafiMiprabhrtayo lotah 

1 ( ikharida—kitnihrakhtutm kukapaksah (Ag.). 

72-75 (B.71b-7tm. G.73-76). 
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And to represent pride, ‘I am,’ enemy, ‘Who is this’, and 
scratching of the ear it should be held near the f°'ohead^ f And 
two Sucimukha hands] should be united to represent union 
[of men] and be separated to indicate separation, and to ie r iesen 

a quarrel the two hands should be crossed, and to show bondage 

^ i nflipr The two Suclmukha Ihands] 

they are to press each od».jn«t ^ ^ ^ ^ ^ 

facing each other .and he c > l«? the right side they 

represent the close of the day, and new 

will indicate the close of the niglh. _ r -i 

70. This hand moved in the taut mil '-ca M 

_ . . , contrivance and a nm> ana 

form, stone, whirlpool, m ‘ h movement of the 

to represent the serving up of meals 

hand pointing downwards is requucc . . . , 

T „ re p r ecent Siva this hand pointing downward, 
istobl held close ,o the forehead and to indicab; Indra this 
and to be raised [to the forehead] and held across it 

78 By two such hands the orb Of the Ml moon is to 

be represented, and to indicate tin. ‘ “ » head, 
his banner) it sliould be held close o i 

79 (This hand] moved all around will ropresen lie orb 

(j. Liiu^ j fthirdl eye, lfc should be held 

of the moon, anc tollK ‘^ 1 ‘ g fndra’s [eyes it should be] 
on the forehead and [in eas j 

ratseil (lotus-bud)—the fingers including the thumb 

be Separated and their ends to bend, but not to meet one 

an0lhC 8 r ; (Uses) t To represent Bllva and Kapi.tha (elephanb. 

** ' , . , c ,.- n men [this hand is to be used]- 

apple) fruits and the breas - > hand should 

But to represent accepting [these fruits] oi IK- 

be slightly bent at its end. . 

,, , u i,n held to represent offering 

82. [This hand] should he hew i_i_^_ b 

76 (B.77b-78a, C.77). 77 (B.78b-7»". »'•’* 8]) ’ J 

Iic-ich atartl,is. 

82 (B.82, G.83). 
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Puja to a deity, carrying tribute, casket, offering the first funeral 
cake 1 , and a number of flowers, are also to be indicated by the 
Padmako&i hand. 

83. The two such hands with moving fingers meeting at 
the wrist and turning backwards will represent the full-blown 

lotus and water-lilly. 

84. SarpaSirah (snake-head)—the fingers including the 
thumb to be close to one another and the palm to be hollowed. 

85. (Uses): It is used to represent the offering of water, 
movement of serpents, pouring water [on anything], challenging 
[for a duel'!, motion of the elephant’s frontal globes ( kwmbha) 

and the like. 

80. Mrgaftrsa (deer-head)—the Sarpasirah hand with all 
its fingers pointing downwards, but the thumb and the little 
finger raised up. 

87. (Uses) : It is moved to represent here, now, “It is”, 
to-day, possible, splendour ( ullasana ), throw of dice, wiping off 
perspiration and protended anger. 

88- Kahgula—The middle and the fore-fingers and the 
thumb to be separated and the ring finger to be bent but the little 
■finger raised. 

89. (Uses) : By this are to be represented immature 
fruits of various kinds and angry words of women. 

90. Alapallava (Alapadmaka)-all fingers turned towards 
the palm, standing on its side and separated from one another. 

91. (Uses) : It is to be used for indicating prevention, 
WO rd8 like “Who are you,” “It is not”, “nonsense” and a woman’s 

allusion to herself. 

1 agrafiin<la-d.ana — nhndtmukha'sraddha (Ag.). 

83 (B.83, 0.84). 84 (B.84, 0-85). 85 (B.85, 0.86). 

86 (B 86, 0.87). 87 (B.87, 0.88). 

88 (B.88, G.89). 1 trertagn isamsthttah—viraluh (Ag.). 

89 (1189, 0.90). 1 B. reads oue additional couplet (B.90) aftci this. 

90 (B.91, 0.91). 91 (B.92, 0.92). 
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92. Catura—the four fingers stretched and the thumb bent 
near the middle finger. 

93. (Uses) : It is to be applied in representing policy, 

discipline, penance, cleverness, a young gill, a pei.o , p , 

deceit, proper words, welfare, truth and tianquility. 

94. By one or two such hands moved round should be 
represented openness, deliberation, moving, conjectuie an 

95. By the combined Catura hands are to be represented 
lotus-petals compared with eyes, and cais of deci 

., i .] Pnfnrfi band is to indicate spoils, 
96-98 Besides these, the Gatina mint . 

i " I’nfpllio-pnce* judgement, forgiveness, 

love, brilliance, memory, mtellig - . . n * tv 

. . . affection* reasoning, union, purity, 

nutrition, consciousness, hope, anect ^ . motion 

cleverness, favourableness, 8o!, “ i ^ , " P1 ’J" ™„Uquantity, wealth’ 
livelihood, propriety, dress, soft t •' ’ ’ ^ th) home , wlfc 

defeat, sexual intercourse, meiit 
and various colours. 

n i if /Hip Catura hand) should be 

99. [To represent] win» .I *'\ 

held up ; red and yellow are indicated by me 0 

blue by pressing [one such hand with anot ei 

/, \ middle finger and the thumb 

100. Bhramara (bee)—the i . . , c n „ ers 

, i f lipnL the remaining two lingers 

crossing each other, the forefing 

with long stems such as lotus and watcr-ldy, and earring. 

, 0 , It sUou id (all down with a sound to represent rebuke, 
10A. it siiouiu * , producing confidence, 

pride of power, quickness, beating - 1 fi 

/ inmithV_the forefinger, middle 1 ingot 

103. Hamsasya (swan-mou« to ^ ^ 

and the thumb close 1 to one an 
stretched. 


o m qi (1 94) 94 (B.95, G.95). 

92 (B.98, 0.98). 93 (B.9-1, G • • • 

„„ no tn Q7.QO G.97-99). 99 (B.100. U.IOUJ. 

95 (B.96, 0.96). 96-98 (B.97-99, 

/n 109 G 102). 102 (1>.I0'»i UUOo). 

100 (B.101, G.101). 101 (B.KJ2, ti.ioap 

, . mrolatvam nncdfiat /t Ag.;* 

103 (B.IQ4, 0.104). • mrantaramvtra* , . 


<§L 
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104. (Uses) : It with the slightly throbbing end is used to 
indicate specialty, fine, small, loose, lightness, exit, and softness. 

105. Hamsapaksa (swan-wings)—the three fingers stretched, 
the little finger raised and the thumb bent. 

106-108. (Uses) : It is used to indicate pouring libation of 
water, and it should be held near the cheek to represent acceptance 
of a gift, Acamana and taking meals by Brahmins, embrace, 
excessive stupor, horripilation, touch, unguent and gentle massage. 
It may again be used to indicate according to the [prevailing] 
Sentiment, amorous action of women relating to the region between 
their bien ts, their sorrow and touching of their chin. 

109, Sandam&i (pincers)—the forefinger and the thumb 
of the Arala hand crossed and the palm a little hollowed. 



110. The Sandamsa (hand) according to the Sentiments 
and States, is of three kinds, viz. that [held] in front, that near 
the mouth and that on one side. 

111-115- (Uses) : In representing the plucking of flowers, 
making garlands of them, taking up grass, leaves, hairs oi thread 
and holding or pulling out an arrow or thorn the Sandamsa should 
be held in one’s front. And to represent taking ofl a flower from 
its stem, the wick [of a lamp], [collyrium] stick, filling up [any 
vessel with any thing], in saying ‘fie [upon you’], and anger, this 
should be held near the mouth. To represent the sacred thread, 
piercing a hole [in pearls and similar sbjects], bow-string, fineness, 
arrow, and objects aimed at, yoga, meditation and small quantity 
[two] such hands should be combined. This shown by the left 
hand held on one side and slightly turning its tip is used to re¬ 
present softness, abuse and envy. It is used also to indicate pain¬ 
ting, colouring one’s eyes, deliberation, stem, drawing Palralekha 
and squeezing of lac-dye by women. 

116. Mukula (bud)—the fingers bent and close to one 
another and their tips meeting together in the Hamsasya hand. 


104(B.105, O.105). 105 (B.106, G.106). 

106-108 (B.107-109, 0.111). 109 (B.110, 0.110). 

110 (B.lll. Gill). 111-115 (B,112-116, O.). 116 (B.117, 0.117). 
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t • cn/i to represent the making of 
117-118. (Use*): It iQtu, or a water-lily, 

offerings in worshipping » •' miscellaneous tilings, 

Uiroaringa Hiss coins] 11 narrowing of the mouth, 

taking meals, counting ol s - , r flnwers 

gi,in g array [anything], ^ **** 

119-120. UmanSbha (spider)-fthe lingers 

y 

hand [further] bent. (ho combing of hair, 

(Uses): It is used ^ ^ sk i„ disease, 

receiving stolen goods, * / [touch]— stone, 

lions, tigers and such other animals, and h [ 

121 - 122 . *• ~* 

finger and the thumb ciosb u, 

[two fingers] at the palm. represent 

(Uses): ItBhouU faU ^ deace> quicknees, and making 
rebuke, beating tune, mspu g 

SIgns ’ , i indicate small fractions of 

rA"-j»e 

bent and the thumb is set on the , 

Tamracuda hand. indicated hundred, thousand 

125. By this hand are to b ^ ^ suddenly made 

and lac of gold coins, and w en drops, 

to move freely it will represent spai s • j c Viands 

12 , OthehostofB— 
described by me. Now hear about 
I am going to describe. 


n. i t ful 19) 1 vitac.imbamm svabhiprayam wi- 

117-118 (B.118G12, O-Nf; - , amban tUivi(acwmbanam (Ag.). 

.J&arlum swhastam eva mu m i ■ j explanation of caurya- 

119-120 (B. 120-121, G.120-12U. 

gmha ' r,.?« 123) 128 (B.1S4, 0-124). 

M WM (B ' 12W2 * ® ,* 0.129). 126 (8.127,0.127). 

124 (B.125. 0.125). 125 (».«& « 


< 8 L 
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127. Anjali—Putting together of the two Pataka hands is 
called Anjali. 

(Uses) : It is used to greet gods, venerable persons (guru) 
and friend 1 . 

128. In greeting gods it is to be held on the head, in case 
of venerable persons it is to be held near one’s face, and for 
greeting the friends it is to be placed on the breast, and in case of 
the remaining persons there is no fixed rule. 

129. Kapota (pigeon)—The two (Anjali) hands meeting on 
one of their sides will make the Kapota hand. Listen about its 
uses. -' „ 

130. (Uses) : It is to be used to indicate an approach with 
inimical attitude, bowing and talking to a venerable person. To 
indicate cold and fear, women are to hold this hand on their bieasts. 

131. The hands [showing the Kapota gesture] released after 
the meeting of fingers will indicate anxious words, or 1. his much 
can be done’ or ‘Nothing more can be done.’ 

132. Karkata (crab)— When the fingers of the hands are 
interlocked the Karkata hand is produced. 

133. (Uses) : It is used to indicate the bees-wax, massaging 
of the limbs, yawning just after awakening from sleep, a big body, 
supporting the chin and holding a conch-shell [ioi blowing it ). 

134. Svastika—The two Arala hands upturned and held 
together at the wrists will form the Svastika. It is to be used by 
women. 

135. (Uses) : When the hands are separated from the 
Svastika position, it will indicate directions, clouds, the sky, forests, 
seas, seasons, the earth and similar [other] extensive tilings. 
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127 (B.128, G.128). 

128 (B.l29b-30a, G.129). 1 B. adds one additional hemistich after 

129 (B.130b-13ia, G.130). 

130 (B.131b-1.32a, G.131). 131 (B.132b-132a, G.182). 

132 (B.188b-134a, G.13S). 133 (B.l84b-135a, G.134). 

134 (B.l35b-136a, G.135). 135 (B.136b-137u, G.136). 
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136. KatakSvardhamgnaka When one Kataka (,m.bha) 
band is placed on [the wrist ofj another Ivataka [mu. n 
Kataka vardhamanaka hand will be produced. 

(Uses): It is to be used in movements connected with 
love-making and in bowing [to a person]. 

137. Utsanga—When the Aral a bands are contranly 
placed and are held upturned and bent, the Utsanga band wi 

the result. 

(Uses) : It is used to indicate the feeling of touch. 

138. It is also used to indicate anything to be done with 
great effort, acts of anger and indignation, squeezing |an;t ungj 

and women’s acts of jealousy. .. 

,39-140. Nisadha—The left hand holding the [right] arm 
ioj j-iu. oimilarlv touching the left arm 

above the elbow and the right hand annua iy ^ 

witl, a clenched fist will make a Nisadha hand. 

141 (Uses): It is to indicate patience, intemcation pride, 
1 • ' u ej , ,,, - t . roffa nce self-conceit, haughtiness 

elegance, eagerness, valour, arrogance 

motionlessness, steadiness and the like. 

i . ~ oimnlders are at ease m a 

142. Dola When the two shoulde ^ ^ ^ 

Ivarana and the two Pataka ban 13 

hand is produced. , 

/ t x Tt • fn he used in indicating hurry, sadness, 

143. (Uses): It is to b u^e il]ness and woimd 

fainting, fit of intoxication, excitement, 

by a weapon. __The two Sarpa^irah hands with their 

144. Puspapua . Q n one side very closely will 

fingers close to one another m § 

give rise to the Puspaputa hand. 


n iqt'i 137 (B.139, G.138). 138 (13140,0.139). 

136 (13.137b-l38a, G.137). I- * 1 i | thorn 

i ft „,;* c this uassago and 141, and i«ad them 

139-140 (B 144-145). "i-" "11-16 the definition occurs, and the 

ifferently, but in the foothoto to lu«* . ftnd II8P9 of the Nisadha 
wstoo. B. also gives an additional 

> 13-141 143. ian1 . ft 

141 (B.146). 1 Sec note 1 to 13! - • 

' , 143 (B.140, 0.143). 

142 (B. 148. 0.142). 
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145 (Uses) : It is to be used to indicate the receiving or 
carrying of rice, fruits, flowers and foods of various kinds and the 

carrying and removing of water. _ 

146. Makara—When the two Pataka hands with their 


146. Makara—vv nen ^ * -. , 

thumbs raised are turned down and placed on each o ler 


Makara hand is produced. 

147 (Uses) : It is used to indicate lion, tiger, elephant, 
crocodile, shark (inalcara) and fish and other carnivorous anhna s- 

148 Qaiadant i—The two Ssrpntob hands touching the 
opposite arms between the shoulder and the elbow will give nee to 
the Gajitdanta hand. 

149. (Uses): It is to be used to indicate the carrying of the 
bridegroom and the bride, excessive weight, clasping a pdlai am 
uprooting a hill or a block of stone. 

150. Avahittha-When the two Sukatunda hands meet 
each other on the breast and are bent and then slowly lowered, the 
Avahittha bands will be the result. 

151 (Use«) ; It is to be used in indicating weakness, sigh, 
showing one’s body, thinness [of the body] and longing [for a be- 
loved person 1 . 

152. Vardhamana— When the Mukula hand is c aspe y 
the Kapittha the result will be the Vardhamana hand. 

153. (Uses) : By pressing one hand with the other it is used 
to indicate grasping, receiving, preserving, convention (or doctrine) 


truthfulness and abridgement. 

154 Or the two Hamsapaksa hands turned down will be 
the known as the Vardhamana. (Uses) : It is to be used to represent 
the opening of objects like latticed windows. 

155. The two kinds of hands (single and combined) 


ns fR IV 7 G ]46). 147 (B.1S3, G.147). 

.USffi. 154 , Gils). 

Tro G 150) 15l(TU57,G.151), 

\llus. ' Ms. G. of G. and of B. read the passages as we do 
it B. and G. reject this and read them ditontly 

154 (B 158, G.L52). 450 (B.160, G.lo.ik 
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described briefly may be used elsewhere also m conformity with 

the rules laid down here. 

General rules regarding the use of hand gestures 

156. In acting, hand [gestures] should be selected for then- 
form, movement, significance, and class according to the prnonu 

judgement [of the actor]. 

157 There is no gesture (lit. hand) that cannot be used ,n 

indicating [some] idea. I bare profuse* 

(lit. gestures) are usually seen [to 

ideas]. . 1X 

158. There are besides other popular gestures (lit. hand) 

. 1 i dipv nho are to be freely used along 

connected with other ideas, and the> 1 : ~ , 

. . i fUp Sentiments and tlie otaics. 

with the movements mspued bj t 

. „„ „i. nil i ( i | 1P used by males as well as 

159. These gestures should De uwu y 

i . l..,, p occasion, the play undertaken 

females with proper regard to place, occasiu , i 

and a suitability of their meaning. 

Different movements of hand gestures 

j 'u thf. varied movements which 
160 I shall now describe the vaiieu 

, j v r«Vmnldl have in connexion with the 
these gestures (ht. hands) [sho J 

[different] Sentiments and States. 

, 61 163 (There movement, are]: drawmg upward., dragg- 
1 11 _ L .. „ tilling beckoning, urging, bringing 

mg, drawing out, accepting. *• thl . ow |„g, shaking, 

together, separating, pro “ „ g , squeezing and heating, 

giving away, threatening, t,9 * q of Hi , tr ; 0 „ ic 

164 Hand gestures according • 

X0i. nciuu j, ,. 1 nf general movements, viz. 

Representation are to have tbit. ' 

upwards, sideways and downward-. , , . 

. nf bands should at the tune of their 
165. These movemen s fsnitable] expressions in the 
use, be embellishad by means 

eyes, the eyebrows and the face. ____ 


156 (B.161, G.154). 
158 (B 163, G.156). 
160 (B.165, G.158). 
164 (B.169, 0.178), 


157 (B.l 62, B.0.155). 

15(1 (B.l64, 0.157). 

161-163 (B.l 66-168, 0.159 161). 
165 (B.170, G.162). 


24 
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[IX. 



166. The experts are to use the hand gestures according 
to the popular practice and, [in this matter] they should have an 
eye to their movement, object, sphere, quantity, appropriateness 
and mode. 


167. Hand gestures of persons of the superior type should 
move near their forehead, that of the middling type of persons 
at about their breasts while the inferior persons [should move 
their hand gestures in regions] below this. 


The quantity of gestures 

168: In the superior acting, hand gestures should have 
scanty movement, in the middling acting medium sort of movement, 
while the ordinary acting should have profuse movements of hand 
gestures. 

160. To indicate different objects and ideas the hand gestures 
of persons of the superior and the middling types [in such cases] 
should conform the definitions given [in the BSstra] while gestures 
of the persons of inferior type should follow the popular practice 
and their [own] natural habit. 

170. But when [specially] different occasions or times 
present themselves, wise people should make different uses of 
the hand gestures. ' 

171-174. While a person is to represent himself as sad, 
fainting, terrified, overcome with disgust or sorrow, weak, 
asleep, handless, inactive, drowsy, inert, sick, attacked with fever, 
seized with panic, attacked with cold, intoxicated, bewildered, mad, 
thoughtful, practising austerities, residing in a cold region, prisoner 
under arrest, running very swiftly, speaking in dream, suddenly 
moving away and cutting nails he is not to use hand gestures, 
but he should resort to the Representation of the Temperament as 
well as to the change of voice suitable to the different States and 

Sentiments. 


166 (B.171, G.163). 
168 (B.178,0.165). 
170 (B.L75, G.167). 


167 (B172, 0.164). 

169 CB.174, 0.166). 

171-174 (B.l76-179, 0.168-171). 
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175. At the time of verbal acting {i.e. when the actor will 
enunciate his part) the eyes and the look are to be directed to points 
at which the hand gestures are moving, and there should be proper 
stops so that the meaning may be [clearly] expressed (lit. seen) * 1 . 

176. The movements of hands in dancing and acting will 
be of five kinds, viz. palms kept upwards, downwards or oblique, 
fingers pointing upwards or downwai’ds. 

177. These are the hand gestures connected with the various 
kinds of Histrionic Representations. I shall now speak of Dance* 
bands (i e. gestures to be used in dance). 

The Dance-hands 

• 

178. Caturasra—two Katakamukha hands held forward 
eight Angulis apart [from each other] on one s breast, the two 
shoulders and elbows on the same level. 

179. Udvrtta—the two Hamsapaksa hands waved like a 
palm-leaf (fan). Its alternative name is the Tiilavrnta (palm-leaf), 

180. Talamukha—the two hands from the Caturasra 
position to be held obliquely facing each other. 

181. Svastika—the Talamukha hands crossed at the 
wrists ; but released after this they are called Viprakiina. 

182. A ralakatakamukha—the two Alapallava (Alapad- 
maka) hands with palms upwards changed into Padraako&i hands. 
Its another name is Aralakataka- 

183. Aviddhavaktraka—The two hands are to have a 
graceful (leutila) movement after touching [successively] the oppo¬ 
site shoulder, elbow and hands, and the palms [of the hands] moved 
are to turn towards the back. 


175 (B.180,0.172). 

176 (B.182, G.175). 
1.78 (B.184, G.177). 
180 (B.186, 0.179). 
182 (B.188,0.181). 

definition. 


1 B. repeats hero 164 (B.169) 

177 (B.183, 0.176). 

179 (B.185,G.178). 

181 (B.187, 0.180). 

1 B.O. r?ad after this a variant of tins 
183 (B.190, 0.183). 


i 
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184. Sucimukha—The two Sarpagirah hands with their 
thumbs touching middle fingers are to stretch their tips obliquely. 

185. Reeita - the two Hamsapaksa hands swiftly moving 
with the palms facing upward This is like the ordinary Reeita [of 
the hands]. 

186. Ardhareeita—The left hand should be as in the 
Caturasra and the right hand rfs in the Reeita. 

18?. Uttanavaficita—The two Tripataka hands are slightly 
bent obliquely and the shoulders and the elbows are moved. 

188. Pallava—the two Pataka hand joined at the wrist. 

Nitamba—the two Pataka hands taken out from the shoulder 

[to the hip]. • 

189. Kesabandhn—the two hands moved out from the 
hair-knot (ke&tbandho) and held on the sides. 

190. Lata—the two hands to be obliquely stretched 
sideways. 

191. Karihasta—the Lata hand held up and swung from 
side to side and the Tripataka hand held on the ear. 

192. Paksavaucitaka—one Tripataka hand placed on the 
waist and another on the head. 

193. Paksapradyotaka—the Paksavancitaka hands chang¬ 
ing places (i.p. the hands placed on the waist to be put on the 
head and vice versa). 

194. Dandapaksa—the two Hamsapaksa hands moved 
alternately and then held out like a staff. 

195. Urdhvamandali—the two hands to have circling 
movement near the upper region (i.p. the upper part of the body). 


184 (B.191, G.184). 

185 (B.193, G.186). 
187 (B.195, G.188). 
189 (B.197, G.190). 
191 (B.199, G.192). 
193 (B.20T, G.194). 


1 B.G. read after this a variant of this definition. 
186 (B.194, G.187). 

188 (B.196, G.189). 

190 (B.198, 0.191). 

192 (B.200, G.193). 

194 (B.202,*G I95). 195 (B.203, G.196). 



miST^ 



Pai’^vamanclall—the same movement made on one side. 


196. Uromandali—after circling movements one hand to 
he raised up and the other to hang down, and movements to take 
place near the breast. 

197. U rahpar.4 vard ham andal a—the Alapallava (Alapad- 
maka) and Arala bauds moved by turns above the breast and on 
the sides. 

198. Mustikasvastika—the two Katakamukha hands bent 
at the wrists and moved round. 

199. Nalinipadmakosa the hands to be moved by turns 
with Vyavartita and Parivartita Karana. 

200. Allapallava—the two hand to have the Udvestita 
Karana in their movements. 

Ulbana—the two hands to be stretched up and waved. 

201. Lalita—two [Ala]-pallava (Alapadmaka) hands to be 
moved above the head. 

Valita—the two Lata hands crossed at their elbows. 

202. The Dance-hands are to be used in forming Karanas 
a &d hands such as the Pataka should be used in representing 
the meaning [of words]. 

203. [But] sometimes, out of necessity tliery uses are inter¬ 
changed, and the names given are due to their predominant use 
,n drama and dance. 

204 The Dance-hands are of two kinds : single and com¬ 
bined. I shall now speak of hands in relation to the Karanas. 1 

The four Karanas of the hand 

205-206. Instructors of hand gestures are to note carefully 
the four classes into which all such gestures are grouped. The four 
classes are : Avestita, Udvestita, Vyavarita and Parivartita. 

196 (B.204, G.197), 197 (B.205, G.198). 198 (B.206, G.190). 

199’(B.207, G.200). 200 (B.808, G.201). 201 (B.209, G.202). 

202 (B.210). 1 G. omits this. 203 (B.211). 1 G, omits tkiB. 

204 (B.212, G.208). 1 This Karana is evidently differently from the 

K. mentoned in NS. IV. 62ff. 205-206 (B.213-214, G.204-205). 
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207. Avestita : When the fingers beginning with the first 
one (the forefinger) are gradually pointing inwards at the time [the 
hand] moves round, the Karana [thus produced] is called Avestita. 

208. Udvestita : When the fingers beginning with the first 
one [forefingers] are gradually pointing outwards at the time 
[the hand] moves round, the Karana thus produced is called 
Udvestita. 

209. Vyavartita: When fingers beginning with the last 
one (the little finger) are gradually pointing inwards at the time 
[the hand] moves round the Karana thus produced is called 
Vyavartita. 

210 Parivartita : When the fingers beginning with the last 
one (tho little finger) are gradually pointing outwards at the 
time [the hand] moves round, the Karana thus produced, is called 

Parivartita. 

211. Hand gestures in their [various] movements when 
applied in drama and dance should be followed by Karanas having 
[appropriate expression of] the face, the eyebrows and the eyes. 

The movements of arms 

212-213. Persons dealing in drama and dance have pres¬ 
cribed ten [movements] of arms : Tiryak, Urdhvagata, Adhomukha, 
Aviddha, Apaviddha, Mandala, Svastika, Ancita, Kuncita and 
Prsthaga. 

214- O Brahmins, I have now finished the brief description 
of rules regarding the Karanas and shall speak afterwards about 
the movements of the breast, the belly and the sides. 

Here ends Chapter IX of Bharata’s Natyasastra 
which treats of the Gestures of Hands. 


207 (B.215, G.206). 
209 (B.217, G.208). 
211 (B.219, G.210). 
213 (B.221, G.212). 


208 (B.216, G.207). 
210 (B.218, G.209). 
212 (B.220, G.211). 
214 (B.222, G.218). 
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CHAPTER TEN 

THE GESTURES OF OTHER LIMBS 
The breast 

1. The breast is known to bo of five kinds : Abhugna 
(slightly bent), Nirbhugna (unbent), Prakaxnpita (shaking), Udvahita 
(raised) and Sama (natural). 

2. Abhugna (slightly bent)—(the breast) lowered, back 
high, shoulders slightly bent and at times loose (not still). 

3. (Uses); in hurry, despair, fainting, sorrow, fear, sickness, 
broken heart, touching of cold objects, rains and being ashamed 
of some act. 

4. NiHahngna (unbent)—(the breast) stiff, back depressed* 
shoulders not bent and raised. 

5. (Uses): in paralysis, having resentment, look of surprise, 
assertion of truth, mentioning oneself haughtily, and excess of 
pride. 

6. Prakampita (shaken)—the breast incessantly heaved up 
[and down]. 

7. (Uses) : in laughter, weeping, weariness, panic, [fit of] 
asthma, hiccough, and misery. 

8. Udvahita (raised)—the breast raised up. 

(Uses) : in (representing) deep breathing, viewing some lofty 
[object], and yawning. 

9. Sama (natural)— All the limbs being in the Caturasra 
and with Sausthuva the breast will be called Sama (natural). 


1 (B.IX.223, G.l). 2 (B.IX.224, G.2). 

3 (B.IX.225, G.3). 4 (B.JX.226, G.4). 

5 (B.IX.227, G.5), 1 B.G. read after this an additional couplet- 

6 (B.IX 229, G.7). 7 (B.IX.230, G.8). 

8 (B.IX-231, G.9), 9 (B.IX.232, G.10), 











The sides 


10. I have properly described the variety of the breast 
movements. And I shall now define here the two sides. 

11. The sides are of five kinds, viz., Nata (bent), Samunnata 
(raised), Prasarita (extended), Virvartita (turned round) and 
Apasrta (drawn away). 

12-15. Nata (bent)—the waist slightly bent, one side slightly 
bent, one shoulder drawn away slightly. 

Unnata (raised)—The other side [on the assumption of the 
Nata position] will be Unnata (raised), [because in relation of it] 
the .va.-t, the side, the arm and the shoulder will be raised. 

Prasarita (stretched)—the stretching of the sides in their 
(respective) directions. 

Vivartita (turned round)—the Trika (sacrum) is to be 
turned round. 

Prasrta (drawn away)—the side restored to its original 
position from the Vivartita movement [described above]. 

These are the definition of the various kinds of sides. 

Uses of the sides 

10-17. Nata (bent)—in approaching any body. 

Unnata (raised)—in going backwards. 

Prasarita (stretched)—in joy and the like. 

Vivartita (turned round) -hi turning about. 

Apasrta (drawn away)—in returning. 

These are the uses of sides. Now listen about those of 
the belly. 

The belly 

18. The belly is of three kinds : Ksama (thin), Khalva 
(depressed), and Puma (full). Of these, the thin (belly) is Ksama, 
the bent is Khalva and the full belly is Puma. 

10 (B.IX.233, G.ll). 11 (B.IX.234, G.12). 

12-15 (B.IX.835-2S8, G.13-16). ' B reads nimrtita. 

10-17 (B.1X. 239-240, G.17-18). 18 (B.IX.241, G.19), 
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Uses of the belly 

Ksama, (thin) : in laughter, weeping, inhalation and 


yawning. 

Khalva (depressed) : in sickness, penance {tapas), weariness 
and hunger. 

Puma (full): in emitting breath, fatness, disease, too much 
eating and the like. 

These are the uses of the belly. Now listen about that, 
of the waist. 


Tlio waist 

21-24. The waist in dance and drama is of five kinds, viz. 
Chinna (turned aside), Nivrtta, (turned round), Recite (moved 
about), Prakampita— Kampita (shaken) and Udvahita (laised). 

Chinna (turned aside)—in turning the middle of the waist. 

Nivrtta (turned round)—in turning to the front from the 
reverse position. 

Recite (moved about)— in moving in all directions. 

Prakampita (shaken)—in obliquely moving up and down. 

Udvahita (raised)— in raising the two sides of the waist 
slowly. 

These are the movements of the waist. Now listen about 
their uses. 


Uses of the waist 

* 25-26- Chinna (turned aside): in exercising [the limbs], 

hurry and looking round, 

Nivrtta (turned round): in turniug round. 

Recita (moved about): in movements [of the general type]. 
Prakampita (shaken): in the walking of hunch-backs and 
persons of the inferior type. ________ 

19-20 (B.IX,242-243a, 244a, G.20-21). 1 B.G read an additional he- 

istich between 20a and 20b. 

21-24 (B.IX.244b-248a, G.22-25). 1 B.G. read differently. 

“-26 (B.IX,248b-250a, G.26-27), 
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Udvahita (raised) : in the [movement of] corpulent [persons] 
and the amorous movements of women. 


The thigh 

27-30., The thighs have five conditions, viz. Kampana 
(shaking) Valana (turning), Stambhana (motionlessness), Udvartana 
(springing up) and Vivartana (turning round). 

31. Kampana (shaking)—raising and lowering of heels 
repeatedly. 

Valana (turning) drawing the knees inwards [while going]. 

Stambhana (motionlessness)—suspension of movement. 

I dvartana (springing up)—drawing the knee inwards ( valita ) 
and moving it. 

Vivartana (turning rould)—drawing the heels inwards. 

Uses of the thigh 

32. Kampana (shaking) : in the frightened movement of 
persons of the inferior type. 

Valana (turning): in the movement of women at ease. 

Stambhana (motionlessness) : in perturbation and despair. 

Udvartana (springing up) : in exercising [the limbs] and the 
Class Dance. 

Vivartana (turning round) : in going round due to causes 
like hurry. 

33. Similar other [conditions of the thigh] as they are 
found in popular practice, may be assumed. So much about the 
description of the thigh. Now listen about the shank. 

The shank 

34-37. The shank is of five kinds, viz Avartita (turned) 
Nata (bent), Ksipta (thrown out), Udvahita (raised) and Parivrtta 
(turned back). 


27-30 (B.IX.250b-253, G.28-3la). 
30-32 (B.IX.254-256a, G.3lb-33). 
38 (B.JX.256b-257a, G.34). 


34-37 (B.TX.237b-258a, G." 
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Avarlta (turned)—the left foot turning to the right and the 
right [one] to the left. 1 

Nata (bent)—the knee bent. 

Ksipta (thrown out)—shank thrown out. 1 
Udvahita (raised)— raising [a shank] up. 

Parivrtta (turned baek)-the turning back [of a shank]. 


Uses of the shank • 

38-40. Avartita (turned) t in the Jester s walking. 

Nata (bent) : in assuming Sthana (standing) and Asana 
(sitting) postures. 

Ksipta (thrown out) *. in the exercise [of limbs] and the 
Class Dance. 

XJdvahita (raised): in movements like quick (aviddto) 
walking. 

Parivrtta (turned back): in Class Dance and the like. 

These are the movements of the shank. Now listen about 
the movement of the feet. 


The feet and their uses 

41-50. The feet are of five kinds, viz. Udghattita, Sama, 
Agratalasancara, Ancita and Kuiieita. 

Udghattita—standing on the fore part of the feet and then 

touching the ground with the heels. 

(Use) : In practice this is to follow the Udghattita Karana 
and this should be applied once or more in the high or medium 


speed. , 

Bama (natural)-[feet] naturally placed on an even groum. 

It relates to representing a natural posture. 

(Use): It should be kept still in representing the natural 


38-40 (B.IX.262b-263a, G.39). 

• 11-50 (BIX 265M70., 27SM78., 0.4M5, *7-50), > 1). add. too 

additiiial omplaB a»w 15, »«d <*■ ““ « ddiUw “ 1 “ ftCr ' 

3 B. reads sthita for ksata meaning 'wound. 
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position of the body in connexion with the various Karanas, but 
in the Eecaka movement of the feet it should be moved. 

Agratalasancara—the heels thrown up, the big toe put forward 
and the other toes bent. 

(Uses): This [is to be used] in urging, breaking, standing 
posture (sthmalca), kicking, striking the ground, walking, throwing 
away [something], various Recaka movements and walking on the 
forepart [of the foot] due to an wound at the heel. 

Aficita—the heels on the ground, the forepart of the feet 
raised and all the toes spread. 

(U-es) ; It is to be applied in representing a movement with 
wound 2tt the forepart of the foot, turning round in every way, foot 
being struck [by something] and in various Bbramari movements. 

Khncita—the heels thrown up, toes all bent down and 
the middle of the feet too bent. 

51. (Uses) i It is to be used in aristocratic ( udatta ) going, 
turning round to the right and vice versa and the Atikranta Can, 

The Carla 

52. Persons practising [the Carls] should take up simul¬ 
taneously the movements of the feet, the shanks and the thighs. 
[For] in the movement of feet are included all the movements of 
the shanks and the thighs. 

53. The thighs follow the way in which the feet are moved, 
and these two [limbs] constitute together the Can of the feet. 

54. These are the descriptions and uses of the [various] 
limbs. I shall now describe the System of the [different] Cans. 

Here ends Chapter X. of Bharata’s Natya^astra, 
which treats of the Gestures of other Limbs 


51 (BJX.278-279a, G.53). 1 B- roads after this three additional 
hemistichs wich define the SucI foot as follows : The [right foot with its] 
heel raised resting on the big toe and the left foot in the natural position 
constitute the Stici feet. It is used in dance and playing the Nupura. 

52 (B.IX.281, G.56). 53 (B.IX.2§2, G.57). 

54 (BJX.288, G.58). 





CHAPTER ELEVEN 
THE CAR! MOVEMENTS 
Definitions 

L As the Cans prescribed by rules and connected with 
[different] limbs relate to, {vyayacchante from vya-yam, stretch 
out to) one another they constitute (lit. are called) a vyayama 
(System) 1 2 * 4 . 

2. Cart : The movement [mainly] with a single foot, is 
called the Cari. 

Karana 1 : The two feet moving [together] is called the Karana. 

B. Khanda: A combination of the [three] Karanas is called 
the Khanda. 

Mandala : Three or four Khandas combine to make up 

o • 

the Mandala. 

• • 

Uses of the Car! 

4. From the Cans proceed dance as well as movements 
[in general] and release of missiles ; and [the stage] fighting [in 
general] should be made with the Carls. 

5. Whatever has been described as Histrionic Representa¬ 
tion (n&tya) is'included in the Carts, and no part of it can take 
place without the same. 

6. Hence I shall described the rules of the Carts which are 
to be used in dance, ordinary movements and fights [on the stage]. 


The tbirtytwo Cans 

7-9. The following sixteen are the earthly (bhauml) ( arts . 
Samapada, Sthitavarta, Sakatasya, Adhyardhika, Casagati, Vieyava, 


1 (B X 2, Q 1 2). * B.Ch read one additional couplet befolo this. 

2 (B.X.3, 0 3). 1 This karana should be distinguished from that 

mentioned in NS. IV. 30, 34-75, 63ff. 3 cBX4 ’0.4). 

4 (B.X.5, Ot- 5). 5 (B.X.6, 0,6). 6 (B.X7, 0.7). 

7.9 (B.X.8-10, 0.8-10). 
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Edakakridita, Baddha, Urudvrtta, Addita, Utsyandita, 1 Janita, 
Syandita 2 , Apasyandita 3 , Samotsarita-matalli and Matalli. 

10-12. The aerial (alcasilci) Carls are sixteen in number. 
They are as follows: Atikranta, Apakranta, Parsvakranta, 
(Jrdhvajanu, SucI, Nupurapadika, Dolapada, Aksipta, Aviddha, 
Udvrtta, Vidyudbliriinta, Alata, Bhujangatrasita, Harinapluta, 
Danda and Bhramarl. 


The earthly Carls 

13. Samapada— the two feet close together, the nails [of the 
toes] meeting, and standing on the spot 1 . 

14. Sthitavarta—one Agratalasaiicara foot drawn up to 
cross the remaing foot and this movement repeated with another 
foot after separating the two. 

15. Sakatasya—the body held upright, one Agratalasaiicara 
foot put forward and the breast being Udvahita. 

16. Adhyardhika—the left foot on the back (i.e. heel) of 
the right one, the latter to be drawn away [a Tala and half a part]. 1 

17. Casagati—the right foot put forward and then drawn 
back and at the same time left foot drawn back and put forward 
afterwards. 

18. Vicyava—seperating the feet from the Samapada posi¬ 
tion and striking the ground with their fore part. 

19. Edakakridita—jumping up and down with the Tala- 
sahcara feet 


1 G. reads these names as Utspandita, Apaspandita and Spandita 
and B. as Utspandita, Syandita, and Apasyandita. I have been taken 
the root syand as the basis of all these names. Mss. erratically give syand 
and spand „ 2 see note 1 above. 8 ibid, 

10-12 (B.X.1143, G.ll-13). 

13 (B.X.14, G 14). 1 On the appropriateness of this name Ag. 

writes: m wn* W 

wuc. 

14 (B.X.15, G.15). 15 (B.X t 16, G.16). 

16 (B.X.17, G.17). 1 The exact measure Cl4 tala) is given by Ag, 

17 (B.X.18, G.18). 18 (B.X.19, G.19). 19 (B.X.20, G.20). 
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20. Badclha— The sideways movement of the thighs when 

the two shanks are crossed. 


o snanas me 

21 Urudvrtta — the heel of a Talasahcara foot placed 

’ , , 1 , u„ oiifrhtlv bent and the thigh 

outwards, one of the shanks to b5 S ) 

turned up. ,.. . , 

22. Addita— one Agratalasancara foot rubbing agains 

the fore part or the back of another foot. 

23. Utsyandita-the two feet to move gradually side- 
ways (lit. in and out) in the manner of the Recaka. 

24. Janha-a M„,ti hand held on te breast and 
another hand moved round, and the feet to be Talaeaneaia. 

25. Syandita—one foot put forward Bvc Talas away 

from the other. ^ ... 

Apasyandlta-the reverse of the Syandita Cart 

foot being put forward Bve Talas away from the othei). 

26. Samotsarita.matalli going hack with a crcular move- 
ment and the feet being of the Talasancara kin . 

27. Mattali—going back with a circular movement 

hands being Udvestita and motionless. 

28. These are the Caris used in pesonal com ba 
in the Karanas. I shall now describe the aerial Cans. 


The aerial Carls 


29. Atikranta—a Kuncita foot thrown up, put foniaid 

ml caused to fall on the ground. a 

30. Apakranta—the Valana posture of the two th.ghs, 

Meita foot raised and thrown down sideways. 

81. ParJfvakrttnta—one foot Kuftcita and another thrown 

ip and brought near the side. 


20 (B.X.21, G.21), 
23 (B.X/24, G.24). 
26 (B.X.27, G.27). 
?9 (B.X.30, G.30), 


21 (B.X.22, G.22). 
24 (B.X.25, G.25). 
27 (BX.28, G.28). 
30 (B.X.31, G.31). 


22 (B.X.23, G.23). 
25 (B.X.26, G-26). 
28 (B.X.29, G.29). 
31 (B.X.82, G.32), 
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32. Urdhvajanu—-throwing up a Kuucita foot and its knee 
brought up to the level of the breast, and the remaining knee with¬ 
out movement and then this second foot thrown up in the manner 
of the first, and the first foot kept motionless. 

33. Sftci—a Kuucita foot thrown up and brought above 
the knee of the remaining foot and then to let it fall on its fore 
part. 

34. Nupurapadika—one Aficita foot raised up and taken 
behind another foot and then quickly caused to fall on the ground. 

3o. Dolapada—one Kuncita foot thrown up and moved 
from side to side and then caused te fall on the ground as an 
Aficita foot, 

36. Aksipta—one Kuncita foot thrown off and then 
placing it quickly on an Aficita foot by crossing the shank of the 
remaining leg. 

37. i£viddha—one Kuncita foot from the Svastikn posi¬ 
tion stretching and falling on the ground quickly as an Aficita foot. 

38. Udvrtta—the (Kuficita) foot of the Aviddha Carl 
taken round [the thigh of the remaining leg] and thrown up and 
then caused to fall [on the ground]. 

39. Vidyudbhranta—-one foot turned to the back and after 
touching its top part to be stretched and the head moved in a circle. 

40. Alata—one foot stretched backwards and then put in 
and afterwards caused to.fall in its heel. 

41. Bhujafigatrasita—one Kuncita foot thrown up and 
the waist and the knee being turned round and the thigh [of the 
remaining foot] to be turned round too. 

42. Harinapluta —the foot in the Atikranta Car! to be 
caused to fall on the ground after a jump and the shank of an 
Aficita foot to be put in the Ksipta posture. 


32 (B.X.33, G33). 
35 (B.X.86, G 86). 
38 (B.X.S9, G.39). 
41 (B.X.42, G.42). 


33 (B.X.84, G.34). 
36 (B.X 37, G.37). 
39 (B.X.40, G.40). 
42 (B-X.4S, G.43). 


34 (B.X.35, G.35). 
37 (B X 38, G.38). 
40 (B.X,41, G.41), 
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43. Dandapada: the foot in the Nupura- [padika] Cart to 
be stretched and quickly to turn. 

44. Bhramari ■: the foot in the Atikranta Carl to be thrown 
up and the entire body turned round (lit. the irika turned round) 
and then the second foot to be moved on its sole. 

45. These are the aerial Carts, consisting of graceful 
movements of the limbs. These are to be applied in the lclease of 
weapons like an arrow and the thunderbolt ( vajra ). 

46. O Brahmins, in all these cases the two hands should, 
according to the circumstances, either, precede, go simultaneously 
with or follow the feet. 

47. Where the foot [moves], there the hand [should follow] 
and where the hand [moves], there the entire body. [Hence] after 
taking a step, all the minor limbs should be made use of. 

48. When in course of a Cart a foot comes to rest on the 
ground the [corresponding] hand should be moved round and 
brought on the waist. 

49. I have fiinished describing the Caris consisting oi grace¬ 
ful movements of the limbs. I shall now speak of the fethanas 
(standing posture) to be used in the release of missiles of all kinds. 

The Sthanas 

50. The six Sthanas (standing posture') for men are 
Vaisnava, Sampada, Vai&kha, Mandala, Xlldha, and Pratyalldha. 

51-52. Vaisnava—the feet two Talas and a half apart, one 
foot in the natural posture and another obliquely placed with toes 
pointing sideways and the shank bent {afreita) and limbs with 
the Sausthava. Visnu is the presiding deity of this Sthana. 

53. (Uses) : From this Sthana persons of the superior and 
the middling types should carry on their ordinary (lit. natural) 
conversation in connexion with the various duties. 



* 


43 (B.X.44, 0.44) 44 (B.X 43, 0.45). 

46 (B.X.47, 0.47>. 47 (B.X.43, 0.43'• 

49 (B.X.50. 0.50). 50 (B.X.51, 0.51). 

51-52 (B.X.52-53, 0.52-58). 53 (B.X.54, 0 


45 (B.X.46, 0.46). 
48 (B.X.49, 0 49). 

,4). 
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54. It should also be assumed in throwing a disc, holding 
a bow, in patient and stately movement of the limbs and in anger. 


55-57. On being reversed it is to be used in anger of love. 
And similarly in the administration of rebuke, and in love, distress, 
apprehension, envy, cruelty, assurance, and recollection, it is to be 
assumed when the Erotic, the Marvellous, the Odious and the 
Heroic Sentiments are prominently introduced. 

57- 58. Samapada—the feet in the natural posture and kept 
one Tala apart and the body with the natural Sausthava. Brahman 
is its presiding deity. 

58- 00. (Uses) : It should be assumed in accepting blessings 
from the Brahmins 1 , and in mimicking birds. The bridegroom at 
the marriage ceremony, persons in the sky, chariot and aerial car 
( vimana ), persons 2 of marked sects (Iwgastha) and persons practis¬ 
ing vows are also to assume this. 

00-62. Vai^akha—the two feet three Talas and a half apart 
and the thighs without motion ; [besides this] the two feet to be 
obliquely placed pointing sideways. Kartikeya (Skanda) is its 
presiding deity. 

62-04. (Uses): This Sthana should be assumed in riding 
horses, and in exercise, exit [from any place], mimicking large 
birds, practice of bending the bow and in the Rccakas [of 
the feet] 

64-65. Mandala : It relates to Indra (?.e. its presiding 
deity is Indra). In it the feet are four Talas apart and they are 
obliquely placed and turned sideways, the waist and the knee are 
in the natural position. 


54 (B.X. 55, G.55). 55-57 (B.X.56-58, G.56-57). 

57- 58 (B.X.58-59, G.58). 

58- 60 (B.X.59-61, G.59-60). 1 vifi tovi a / 1 gala—vipraih yaii mahgci- 
lafarvacanadi (Ag.). 

2 liiigasthan—saivadyah vratastha urdhvokayadi prajhahgah (P) 

(Ag.). 

60-62 (B.X.61-63, G.61-62). 

64-65 (B.X.65-66, G.66). 


62-64 (B.X-63-65, G.63-64). 
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65-6G. (Uses): The Mandala Sthana should be assumed in 
the use of weapons like the bow and the thundeibolt, riding of 
elephants, and mimicking large birds. 

60-67. Alidha : The right foot in the Mandala Sthana 
drawn five Talas apart [from the other foot] will make t le 
Sthana. Rudra is its presiding deity. 

07-69. (Uses) : This-Sthana should be assumed in all acts 
relating to the Heroic and the Furious Sentiments, duel of wrestlers 
and in the representation of enemies, an attack [on them], anc 
release of missiles. 

69- 70. Pratyalidha : When the fight foot is bent and the 
left foot is put forward in the Alidha Sthana the Pratyalidha 
Sthana will be produced. 

70- 71. (Uses): The missiles made ready for throwing from 
the Alidha Sthana are to be [actually] thrown from the Pratyalidha 
Sthana. The actor should use various weapons from this fothana- 


The four Nyayas in using weapons 

71- 72. There are four Nyayas (ways) of using weapons (lit. 
releasing missiles), viz. Bharata, Sattvata, \ ai saga^ya, 
Kai£ika. 

72- 78. In the Bharata [Nyaya the weapon] should strike 
(lit. cut) at the waist, in the Sattvatta at the foot, in the Varsaganya 
at the breast and in the Kaisika at the head. 

73- 74. In these Nyayas arising out of the various Claris, 
the actors should walk about [on the stage] at [the time of] us g 
weapons. 

74- 75. The Nyayas (way) are so called 1 because fights [on 
the stage] are niyante (carried on) with the Ahgaharas relating 
to the Nyayas and arising out of them. 


65-66 (B.X.66-67, G.66). 
67-69 (B.X.68-70, G.68-69). 
70-71 (B.X-71-72, G.71). 
72-73 (B.X.73-74, G.73). 


66-67 (B.X.67-68, G.67). 
69-70 (B.X.70-71, G.70). 
71-72 (B.X.72-78, G.72), 
73-74 (B.X.74-75, G.74). 


74-75 yB.X.75-76 G.75). 1 ■prakirtiiah B. reads fravartitah. 
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75-79. Bharata : Putting forward the shield with the left 
hand and taking the sword (lit. weapon) the actor should walk 
about on the stage. Stretching the hand forward fully and then 
drawing it back he should move the shield at his back from side to 
side and flourish the sword (lit. weapon) around his head, and it 
should also be turned round [about the wrist] near the cheek. 
And again the hands holding the sword and the shield should be 

flourished gracefully around the head. 

/ 

80- 81. Sattvata : I shall now speak of walking about in 
the Sattvata Nyaya. In it the same flourishing (i. p . as in Bharata) 
of the sword and the shield holds good, but this (the flourishing of 
the weapon) should take place at one’s back. 

81- 82. Varsaganya . The walking about in the Varsaganya 
Nyaya will be similar to that in the Sattvata, and the sword (lit. 
weapon) and the shield also should be flourished similarly, but 
these should go round the head. 

83-84. Kaifflka : The flourishing of the sword (lit. weapon) 
near the breast or the shoulder which is to take place in the 
Bharata [Nyaya] will hold good in case of the Kaisika. But [in 
the latter] the sword (lit. weapon) should be made to strike only 
after being flourished over the head. 

84*85. With these graceful movements of the limbs 
weapons like the bow, the thunderbolt and the sword are to be 
flourished at the time of their use. 


85-87. In the stage-fight there should be no [actual] pier¬ 
cing, cutting or flow of blood and the actual striking. The use of 
weapons (lit. release of missiles) should be done with its mimicry, 
or the cutting off [of any one’s limb] should be represented, 
according rules, by the use of gestures and postures only. 

78-88. The exercise should be performed in the Angaharas 


76-79 (B.X.76-80, G.76-80). 80-81 (B.X.81-82, 0-80-81). 

81-82 (B.X.82-83, 0.82-83) 83-84 (B-X.84-85, 0.83-84). 

84-85 (B.X.85-86, G.85). 85-87 (B.X.76-88, 0.76-87). 

87-88 (B.X.8S-89, G.88). 1 B.G. read one additional couplet after 


this. 
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embellished with the Sausthava and accompanied by music with 
[proper] tempo and Tala. 

The Sausthava 

88-01. Those performing the exercises [ in Angaharas] 
should take care of the Sausthava, for the limbs without it 
(Sausthava) create no beauty (lit. do not shine) in drama or 
dance. The Sausthava of limbs is to be presented by being still, 
unbent, at ease, not very upright and not much bent. When the 
waist and the ears as well as the elbow, the shoulder and the head 
are in their natural position (savin) and the breast is raised 
it will be the Sausthava [of the body]. 1 

The Caturasra 

91- 92. Caturasara: The Vaisnava Sthana with the two 
hands moving about at the waist and the navel together with 
the breast raised, is called the Caturasra of the limbs. 

The four acts relating to the bow 

92- 93. There are four acts relating to the bow, viz. prepar¬ 
ing ( parimarjana), taking an arrow (ddana), taking an aim 
(sandhana) and shooting ( mokmna ). 

93- 94. The preparing (parim&r)ana) 1 is the bending [of the 
bow], taking (graham) is the pulling out of [the arrow], taking an 
aim (sandhana) is to put the arrow to the bow, and shooting 
(mohsana) is the release [of the arrow]. 

The method of exercise , 

94- 95. ; One should perform exercise [in the Angaharas and 
Calls] on the floor as well as [high up] in the air and should have 
beforehand get one’s body massaged with the [sesamum] oil or 
barely gruel. 

88-91 (B-X.89b, 91-93, G.89b 90-92). 1 B.G. road one additional 
couplet after this. 

91-92 (B.X.94-95, G.94). 92-93 (B.X-95-96, G.95). 

93- 94 (B.X.96-97, G.96). 1 G. reads samm'urjana. 

94- 95 (B.X.97-98, G.97). 
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95-90. The floor is the proper place (lit. mother) for 
exercise. Hence one should ■ resort to the floor, and stretching 
oneself over it one should take exercise. 


Health and nourishment of persons taking exercise 

96-99. For the strength of body one should take [proper] 
snuff and get oneself purged [lit. resort to the rule regard¬ 
ing the abdomen], take agreeable food, [meat-] juice and-drink. 
For vitality is dependent on one’s nourishment and the exercise is 
dependent on vitality. Hence one should be careful about one s 
nourishment. When the body is not cleansed and one is very 
tired, hungry, thirsty, has drunk too much [water], eaten too much, 
one stlonld not take exercise. The wise [teacher] should give 
training in exercise to his pupil who has a graceful body and 
square breast and is not covered with [much] garment. 

100. These are the rules regarding the Carls in connexion 
with the exercise of [the limbs]. 1 shall hereafter speak of the 
different Mandalas. 


Here ends Chapter XT of Bharata’s Natyasastra 
which treats of the Rule of Carls. 


» 


95- 96 (B.X.98-99, G.98). 

96- 99 (B.X.99-102, G.99-102). 


100 (B.X.10S, G.103). 
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CHAPTER TWELVE 

the m and ala movements 

The Mandalas 


1. I have now properly described the Calls in connexion 
with the use of weapons (lit. release of missiles). [Now] lenin 
about the Mandalas arising out of a combination of<the Calls. 



The aerial Mandalas 


G-9. Atikranta—the right foot [to be moved successively] 
in the Janitli Carl and [the Sakatasya Cari in which the breast is] 
Udvahita, the left foot in the Alata Cari and the right foot in the 
PanSvakranta Cari. (next) the left foot in the bud Call and the 
right foot in the Apakranta Cari, [again] the left foot [successively] 
in the Suci Cari and [the Bhramari Cari by] turning the Trika 1 2 3 , 
(then) the right foot in the Udvritta Cari and the left foot in the 
Alata Cari which should be changed (lit. divided) to the Bhiamati 
Cari, again this left foot in the Alata Cari and. the right foot in 
the Dandapada Cari. 

10-13. Vicitra— the right foot [successively to be moved] 
in the Janitii Cari and in the lalasaficara 1 (Nikuttana), inannei 


1 (B.XI.1, G.l). 

2- 3 (B.XI.2-3, G.2-3). 1 B. adds one additional hemistich after this- 

3- 5 (B.XI.4-6, G.3-5). 1 Mss. sometimes gives this name as usfian- 
dita which seems to be a corruption for hskandita . See the Curi of this 
name XI. 7-9. 

fl B. reads 5b. differently. 

6-9 (B.XI.7, 8b-l 1, G.6-2), 1 See Ag. 

10-13 (B.XJ.llb-l2a, 13a, 13-15, G.10-13). ' Soo Ag. 
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(then) the left foot in the Syandita Cari, the right foot in the PanS- 
vakranta Carl 2 , (again) the left foot in the Bhujangatrasita Call and 
the right foot [successively] in the Atikrana and Udvrtta Calls, 
(next) the left foot in the Suci Call, the right foot in the Yiksitpa 
(Aksip'ta) Cari and the left foot in the Apakranta Carl. 


14-17. Lalitasaficara— the right foot with the knee raised 
[to move] in the Suci Cari, (next) the left foot in the Apakranta 
Cari and the right one in the Parsvakranta Cari (again) the left foot 
[successively] in the Suci and the Bhramari Casls [this latter by 
turning round the Trika] and the right foot in the Parsvakranta 
Cari and the left foot in the Atikranta Cari which to be changed 
(lit. divided) into the Bhramari Carl 1 . 


18-19. Sucividdha—the left foot [to be moved] in the 
Suci and the Bhramari Carls [the latter by turning the Trika 
round], the right foot in the Parsvakranta Car! the left foot in the 
Atikranta Call, next the right foot in the Suci, the left foot in 
the Apakranta Crai and the right foot again in the Parsvakranta 
Cari. 


20-22. Dandapada—the right foot to be moved in the 
Janitfi and the Dandapada Calls, the left foot in the Suci and the 
Bhramari Calls [the latter by turning the Trika], (next) the right 
foot in the Urudvrtta Cari and the left foot in the Alata Call, 
(again) the right foot in the Parsvakranta Call and the left 
foot [successively] in the Bhujahgatrasta and the Atikranta Calls 
to meet the right loot in the Dandapada Call and the left foot 
[successively] in the Suci and the Bhramari Calls [the latter by 
turning the Trika]. 

23*20. Vihrta—the right foot [to be moved ] in the Janita 
Call (then) its Nikuttana, (next) the left foot in the Syandita 
Cari and the right foot in the Urudvrtta Cari, (then) the left foot in 
the Alata Cari and the right foot in the Suci Cari, again the left 


B. reads one additional hemistich after 10. 

14-17 (B.XI.16-17, 19, G.14-16, 18). 1 B.G. reads ono additional 

couplet after 16. 

18-19 (B.XI.20-21, G. 19-20). 

28-26 (B.X1.25-28, G.24-27). 


20-22 (B.XI-22-24, G.21-23). 
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foot in the Parsvakranta Carl and the right foot in the Aksipta 
and the Bhramari [this by turning tlie Trika] and the Dandapada 
Carls, (then) the left foot in the Suci and the Bhramari Calls [the 
latter by turning the Trika] again the right foot in the Bhujahga- 
trasita Call and the left foot in the Atikranta Cari. 

27-29. Alata—the right foot [to be moved] in the Suci Can 
and the left foot in the A pakranta Can, then the right loot in the 
Parsvakranta Call and the left foot in the Alata Cart, after moving 
by turn in the these [two] Carts six or seven times with graceful 
steps, again the right foot in the Aprlcranta Carl and the left foot 
[successively] in the Atikranta and the Bhramari Carts. 

30-38. Vamaviddha—the right foot [to be moved] in the 
Suci Cart, the left foot in the Apakranta Cart, (then) the right foot 
in the Dandapada Cari and the left foot in the Suci Cari and right 
foot in the Bhramari [this by turning the Trika] and the Pargva- 
kranta, Carts, (next) the left foot in the Aksipta Cart and the right 
foot in the Dandapada and the Urudvrtta Carts, (then) the left foot 
[successively] in the Suci, the Bhramari [this by turning the 1 rika] 
and the Alata Carts, (next) the right foot in the Prasvakranta 
Carl and the left foot in the Atikranta Cari. 

34-37. Lalita—the right foot [to be moved] in the Suci 
Cart and the left foot in the Apakranta Cart, (then) the right foot 
in the Parsvakranta and the Blmjangatrasita Carts, (then) the left 


foot in the Atikranta Cari and the Urudvrtta Carts the left foot and 
the Alata Cari, and the right foot in the Parsvakranta Cari, next the 
left foot in the Atikranta Cari with graceful steps. 

38-40. Kranta—the right foot [to be moved] in the Suci 
Cari and the left foot in the Apakranta Carl, then the right foot in 
the Parsvakranta Cart and the left foot too in the same Cari (Pars- 


vakrama), moving round alternately in these Carts in all directions, 
again the left foot in the Suci Cari and the right foot in the 



27-29 (B.XI.29-30, 31b-82a, G.28-30). 

30-33 (B.XI.32b-36a, G.31-34). 

34-37 (B.XI 36b-37a, 38-40a, G.35-37). 1 G. omits 35a and 36b, 

38-40 (B.XI.40b-43a, G.38-40). 

i 


27 




210 


THE NATYASASTRA 


[XTI. 



Apakranta Can. Tins Mandala is prescribed for the natural gait. 
Hence it is called Kranta i.e. going. 


41. These are the aerial Mandalas. Now I shall describe 
• • • 

those on the earth. 


The earthly Mandalas 

42-44. Bhramara—the right foot [to be moved] in the 
Janita Carl and the left foot in the Skandita (Askandita.) Cari, then 
the right foot in the Sakatasya Cari and the left foot to be stretched, 
(next) the right foot in the Bhramart Cari [by turning the Trika], 
again the left foot in the Skandita (Askandita) Cari and the right 
foot in the Sakatasya Cari, then the left foot in the Apakranta 
(Apasarpi) Cari and the Bhramari Cari by turning about the back. 

45-47. Askandita—the right foot [to be moved] in the 
Bhramari Cari and the left foot in the Addita and the Bhramaii 
Cari* [the latter by turning the Trika], then the right foot in the 
Urudvrtta Call and the left foot in the Apakranta (Apasarpita) and 
the Bhramari Calls [the latter by turning the Trika then] the right 
foot in the Skandita Call, (next) the left foot in the Sakatasya and 
the same foot to violently strike the ground. 

48-50. Avarta—the right foot [to be moved] in the Janita 
Call and the left foot in the Talasahcara (Nikuttaka) Call, then the 
right loot in the Sakatasya and the Urudvrtta Call, (next) the right 
foot foot the Atikranta (Apasarpi) Cari turning backwards and the 
Casagati Cari, then the right foot in the Skandita (Askandita) Cari 
and the left foot in the Sakatasya Cari, again the right foot in the 
Bhramari Cari with the Trika turned round, and the left foot in the 
Apakranta (Apsarpi) Cari. 

51-53. Samotsarita—assuming first of all the Samapada 
Sthana, then stretching the two hands with their palms turned 
upwards, (next) their intermittant Avestana and Udvestana move¬ 
ments, [then putting .the left hand] on the waist, the right hand 
moved in the Avartita manner [next the right hand to be put on 


41 (B.XI.43b-44a, G.41). 

42-44 (B.XI.44b-47n, G.42-44). 
48-50 (B,XI 5 Ob-5 3a, 0.48-50). 


45-47 (B.XI.47b-50a, G.46-47). 
51-53 (B.XI.53b-56a, G.51-53). 
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on the waist] and the left hand moved in the Avartita manner, 
moving round alternately with this Can will rise to the Sai not Sa¬ 
nta Mandala. 

54-55. Edakakridita—the two feet on the ground [to be 
moved successively] in the Suci and the Edakakridita Garis, (next) 
the swift moving Bhramari Carl by turning the l rika, (thgn) mov¬ 
ing [the feet] round alternately in the Suci and the Aviddha Caris. 
This will give rise to the Khanda-mandala named Edakakridita. 

56-58. Addita—the right foot [to be moved] in the 
Udghattita manner and then [simply] moved round, next [to 
be moved] in the Syandita- (Asyandita) Cari and the leit foot in the 
Sakatasya Cari, next the right foot to be moved backwards in the 
Apakranta (Apasarpi) and the Casagati Caris, (then) the left foot 
in the Addita Cari and the right foot in the Apakranta (Apasarpita) 
Cari. (next) the left foot in the Bhramari Cari and the right foot in 
the Syandita (Asyandita) Cari and to violently strike the ground. 1 

59-60. Sakatasya—The right foot [to be moved] in the 
Janita Cari and next it to move in the Talasancara (Nikuttaka) 
manner, the same foot in the Sakatasya Cari and the left foot in the 
Syandita (Asyandita) Cari, moving round in this manner alternately 
with the Sakatasya Cari. This Cari Mandala named the Sakatasya 
is to be used in fight. 

61-62. Adhyardha—the right fooot [to be moved succes¬ 
sively] in the Janita and Syandita Caris, then the left foot in the 
Apakranta (Apasarpita) Cari and the right foot in the Sakatasya 
Cari.. Moving around alternately in these Caris, will be the Cari 
Mandala named the Adhyardha to be used in personal combat. 

63-64. Pistakutta—The right foot [to bo moved] in the 
Suci Cari and the left foot in the Apakranta [then] the right loot in 


54-55 (B.XI.56b-58a, G.54-55). ‘This khmujamai^ala seems to be 
another name for etlakakriiji ta. 

56-58 (B.XI.58b-6la, G.56-58). 1 asphotdm-padataUm bhvmi- 

tatlana (Ag.). 

59-60 (B.XI.6lb-63a,G.59-«0). 61-62 R.X1.63b-65a, G.61-62). 

63-64 (B.XI.66b-67a, G.63-64). 









the Bhujangatrasita Cari and the left foot too in the same Can- 
Thus going round in the Bhujangatrasita Can is known as the 
Cari Mandala named the Pistakutta known to be used in personal 
combat. 

65. Casagata—Going round with feet in the Casagata Can 
is called^the Cari Mandala named Casagata. It to be used in per¬ 
sonal combat. 

66. Here I have described in brief the Mandalas arising out 
of the various Cans. Now I shall describe the Sanaa Caris. 

67. The use of the Sama Carls are known as Sama Manda¬ 
las. [A), actor] using them is to follow the instruction of the 
mastei actor ( acaryabuddhi ). 

68- These Mandalas to be used in fight aud personal 
combat, are to be performed with sportiveness and graceful move* 
ments of limbs, and should be accompanied by [suitable] instrumen¬ 
tal music. 

Here ends Chapter XII of Bharata’s Natyatfastra, 
which treats of the Rules about the Mandalas. 


65 (B.XI.67b-68a, G.65). 66 (B.XI.68b-69a, G.66). 

67 (B.XI.69b-70a, G.67). 68 (B.XL79b-71a, G.68). 




CHAPTER THIRTEEN 

THR DIFFERENT GAITS 

1. So much about the formation of the Mandalas by a 
combination of the Systems of Call (can-vyayama). I shall here¬ 
after describe the Gaits suitable for (lit. existing in) different 
characters [in a play]. 

Entrance 1 of dramatis personae 

2-3. After the Upavahana in accompaniment of drums and 
other musical instruments has been performed by observing Kalus 
suitable to the Marga [adopted in it], and the Dhruvas [to be sung] 
at the entrance of dramatis personae, have commenced and the 
curtain has been drawn away, the actors who are to develop the 
Sentiments in the various items [of a play] should enter (lit. be 
made to enter) the stage. 

Posture for superior and middling characters at the entrance 

4-7. In case of characters of the superior and the middling 
types [the actor] should assume the Vaisnava Sthana, his breast 
being raised, Sama and Caturasra, shoulders at rest and not 
raised very much, the neck as graceful as that of a peacock, the 
shoulders eight Angulas apart from the ears, the chin four Angulas 
apart from the breast, and the two hands (the right and the left) 
respectively at the navel and at the left waist. 

The interval of their feet 

8-9. [In the posture described above] the interval between 
the two feet [of the actor] should be two Talas and a half. Steps 

1 (B.XII.l, G.l). 1 On the Gait Ag. says : “The Gait is to be pres¬ 

cribed with a view to the person, Sentiment, situation, place and occasion”. 

2-3 (B.X1I.2-3, G.2-3). ‘ It seems that upavahana gave rise to 

upokana{ Pkt.) which afterwards was adopted in its place ; for upohana 
seo NS. (Ch) XXXI. 235ff, It is defined by Ag. as follows : upohyantc 
samosa? vycisatah padakalatalasamabhihitah svara yaminn aiiye tat 
tathoktam (I.p.186). 

4-7 (B.XH.4-7, G.4-7). 


8-9 (B.XH.8-9,G.8-9). 
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Gait of kings 

The sages question : 

25-28. “If the kings are human beings why should they 
have a Gait similar to that of the gods ?” It is said [in reply]) 
‘ Why should not the kings have Gait suitable for these (ie. gods) ? 
In drama the characters [are of three kinds, viz.] divine, semi¬ 
divine (lit. divine-human) and human. Of these, the nature of 
gods is divine, that of the kings is semi-divine and that of the 
others is known to the people as human. For the kings have been 
described in the Vedas and the Vedanta (Upanisad) 1 as being 
made up (lit. born) of the parts of [different] gods. Hence there 
cannot W any fault in kings imitating the gods.” 

29. This is the rule of the Gait in ordinary walking, but for 
Gaits in cases of hurry, insanity and anger the rule about its 
measure will not apply. 

Gait under special conditions 

30. [In those cases] the producers of plays are to apply to 
all the different characters, superior, middling and inferior, Gaits 
as modified by their peculiar condition. 

31. Their Gaits should be of the duration of half of four 
Kalas or half of that (i. e. two Kalas) on attaining conditions other 
than the normal ones. 

32. [The relative position of the different characters as 
regards the timing of their Gaits is as follows] : While a superior 
[character] will have a Gait of four Kalas, a middling [character] is 
to have that of two Kalas aad an inferior [character] of one Kala. 

33. When a middling character will have a Gait of a Kala, 
fin inferior character is to have that of half a Kala. Thus 
one should make [in different Gaits under special conditions) a 
reduction of Kalas. 

25-28 (B.XII.25-28, G. 25-28). 1 vedadhyatmasu—vedem tat ha 

adkyalmaiastresu vedantem (Ag). 

29 (B.XII.29, G.29). 30 (BXII.30, G.30). 

31 (B.X1I.31, G.31). 82 iB.Xli;32, G.32). 

33 (B.XIJ 83, 0.88). 1 G. read 33 a differently. 
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34. The Gait of superior persons is not to be applied to 
that of the middling type, and the Gait of the middling characters 
is not to be applied to that of the inferior type. 1 

Tempo of Gaits under special conditions 

35-37. In case of an attack of fever, hunger, fatigue, due to 
austerities, [excessive] terror, 1 dissimulation, uneasiness, love [in 
separation], sorrow and in the sick persons’ walking the Gait should 
be of slow tempo lasting more than four Kalas. But in case of 
anxiety the Gait should be of four Kalas’ [duration]. 2 

37-40. In case of concealed (lit. uneasy) love, panic, fright, 
agitation, joy, hurried action, hearing of unwelcome news, haughti¬ 
ness or insult, sight of porentuous objects, urgent work, distress, 
search for enemies, pursuit of an offender and pursuit by a ferocious 
animal, the wise [actor] should have Gaits with steps of two Kalas 
[duration]. 

Gait ia the Erotic Sentiment 

41-44. The Gait in ordinary love-making should be graceful. 
[The lover] is to enter the stage with the female Messenger 
showing the way. He is to act his part (lit. meaning connected 
with the play) by means of the Suea 1 . He should be adorned with 
lovely garments, perfumes, ornaments ~ and garlands of vatious 
sweet-scenting flower§. He should walk with graceful *teps in 
the Atikranta Cari, and his limbs should have the Sausthava, 
and he should move with proper tempo and 1 ala. His hands 
should always follow the feet. The former should be raised along 
with the falling of the latter and with the raising oi the lattei the 
former should fall (lit. vice versa) 8 . 

45-48. Now listen about the Gait in case of concealed love. 
After dismissing his servants (lit. men) the lover is to walk 

34 (BXIU9b-40a, G.34). 

35-36 (B.XII.34-35, G.35-36). 1 visrnaye G. vifcate. 2 G. omits 37a. 

37 (B.XIL34-36a, G.35-36). 37-40 (B.XIL26b49rt, 0-37-39). 

41-44 (B.XIM0b-44, G.49b-44a). 1 Sec NS. XXIV.43. 

2 Rmd hrdyair gandkair tat ha vast ra / r ala mkhra i 8 ca. 

:i (>. omits 44b. 45-48 (B.Xll 45-48ft J> G.44b-47). 
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that he will take should according to his own measure [of the hand] 
be four or two Talas or one Tala wide. 

9- 10. In case of [characters such as] gods and kings the 
steps should be four Talas wide, of the middling [type of charac¬ 
ters] two Tdas, and of women and persons of the inferior type 
one Tala wide. 

The time for their steps 

10- 11. [And the time required for the steps should he] four 
or two Kalas or one Kala only. [Steps] of the superior [characters] 
should take four Kalas, those of the middling type two Kalas and 
those .of the inferior type one Kala only. 

The tempo of their Gait 

12. An expert in the theatrical art should apply three 
kinds of tempos—slow, medium and quick —to the Gait [of 
different characters] according to their nature. 

13. The Gait of the superior [characters should be] slow, 
that of the middling [characters should have] the medium [tempo, 
while the Gait of] the inferior [ characters should be] quick and 
copious. [Thus], should be applied the three tempos according 
to the spirit [of the different characters]. 

14. So much about the rules regarding the timing and 
tempo [of the steps]. O the sinless ones, listeti now about the 
manner of taking steps [suitable to different characters]. 

The natural Gait 

15. In his natural [Gait] a superior [character] is to raise his 
knee up to the height of the waist and in case of Cans to be used in 
fighting the same (i.e. the knee) is to be raised up to the height of 
the breast. 

16-19. With the graceful steps of tho PaGvakranta Can and 


9-10 (B.X1I.9-10, G.9-10). 10-11 (B.XII.10-11, G.10-U). 

12 (B.XIL12, G.12). 1 B. reads lay am budhah 

13 (B.XIL13, G. 13). 1 sattvam -cittavrttik (Ag.). 

14 (B.Xil.14, G.14). 15 (B.XI1.15, G.15). 

16-19 (B.XII.ia-19, G.16-19). 
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he should go five uniform 
steps, towards the' corner of the stage and then lie should move 
in the Suci Carl by putting forward his left foot first and the 
right foot afterwards. Then turning round he should go [five 
similar steps] towards the second corner of [of stage] and then 
move in the Suci Carl by putting forward his left foot first and the 
right .foot afterwards. Next time he should [again turn round and] 
go [five similar steps] towards the musical instruments and then 
again move in the Suci Cari by putting forward his left toot first 
and the right foot afterwards. Thus his movement will consist 
of twentyone steps. 

20. In an oblong stage the actor (bhnrata) should make 
elaborate foot movements (lit. coming and going by foot-steps), but 
in square and triangular stages such movements should respectively 

be of the Caturasra and the Tryasra types. 

* 1 

21. When [a character] is walking along with his equals, 
the tempo [of his Gait] will be [according to his own rank in 
terms] of four or two Ivalas or of one Ivalii. 

22. But when any one is walking accompanied by 
persons of the middling and the inferior types [the tempo of the 
Gait of the group] will be in terms of four and two Kalas and 
one Ivalg. 

23. The wise actors should make the steps four Talas wide 
in case of gods, Diinavas Pannagas (Naga), Yaksas, kings, and 
Raksasas. 

24. All [other] dwellers of the heaven 1 will have steps of 
medium [width]. But those among them who are haughty J should 
have Gait similar to that of the gods. 
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accompaniment of instrumental music 


1 See Y. 70-71. 2 vedhah—parmiksel re suupadanipatali (Ag.). 

20 (B.XII.20, G.20). 21 (B.X11.21, 0.21). 

22 (B,XH.22, G.22); 

23 (B.XII.23, G.23). 1 B.G. reads here daily a instead of deva 

(god). 

2-1. (B.XII.24, G.24). 1 By such dwellers devadutas are meant (Ag.). 

2 /natal iprabhrtayak (Ag.), 
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[at night] along with the female Messenger as his guide. He is to 
put out the lamp. He is to be dressed in [simple] clothes suited to 
the time day and is to not make his toilet elaborately. In making 
love secretly a person is to walk with slow r and silent steps, and 
from [any] sounds [heard at the time] he is constantly to look 
around and tremble in his body and to have a faltering Gait. 

Gait in the Terrible Sentiment 

48-54. [In treating the Galt] in the Terrible Sentiment I 
shall speak only with regard to Daityas, Raksasas and Nagas. 
O Brahmins, the Terrible Sentiment only is dominant in their 
case. And this Terrible Sentiment is of three kinds, viz. Terrible 
in make-up, Terrible in limbs and Terrible by nature. [An ex¬ 
ample of] the Terrible in make-up is [a Raksasa] with his body 
dripping in blood, month moistened with it and having pieces of 
flesh in the hands. An example of the Terrible in limb is a very 
tall [Raksasa] with a prodigious physical frame, many heads, and 
many hands holding weapons of various kinds. And an example 
of the Terrible by nature, is a person with red eyes, tawny hair, 
black complexion and rough voice and a person who is always 
scolding [others] and who stands with feet four Talas apart and 
take steps four Talas wide. This is the Gait which [characters] 
resembling them are to have. 

' Gait in the. Odious Sentiment 

51-50- The Gait [of a person walking] on the ground which 
is either a place of cremation or a place gruesome on account of a 
buttle [having taken place there] should be used in acting in 
connexion with the Odious Sentiment. The feet in the Edakakrldita 
Carl falling in quick succession sometimes close to and sometimes 
wide apart from each other, witli the hands following them, will 
constitute the Gait in the Odious Sentiment. 

Gait in the Heroic Sentiment 

57. The Gait in the Heroic Sentiment should consist of 
swift footsteps in the various (Tuts, 

48-54 <B.XIJ.48b-54. G .48-53). 

54-56 (B.X11.55-57a, 0.54-55). 57 (B.X1I 57b-57a. 1)145, G.56). 
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58- In case of mental excitement the Gait should consist of 
footsteps of proper Kali! and Tala (lealu) in the Parsvakianta, 
Aviddha and Suci Cans* 

Gait in the Marvellous and the Comic Sentiments 

59- 60. These are the Gaits prescribed for the superior 
characters. I shall now describe the Gait for the middling and 
the inferior characters. In their astonishment and joy they aic to 
take swift and short steps in all directions, and in theii laughtei 
too they are to take to this and similar foot movements. 



Gait in the Pathetic Sentiment 

61-63. The Gait in the Pathetic Sentiment should be in 
slow tempo [and it should be connected with] eyes full of tears, 
drooping limbs, arms thrown up and down, and loud weeping. 
And this Gait is also to contain one and a half times more Kalas 
and is to have repeated foot-movements [of the same kind]. Ihis 
[Gait] is also to be used in case of women and persons of the 
inferior type. 

63-60. [In connexion with the Pathetic Sentiment] the 
superior characters should be patient, tearful, heaving deep sighs 
and looking upwards and [their Gait in conformity with these condi 
tions] is to be of no [regular] measure and [they are] not to have the 
Sausthava [of the body]. In case of death of their beloved persons 
and relatives they are to bend down on their breast in dejection and 
to become senseless due to grief, and to walk with the feet not 
raised very high. When too much beaten the shoulder and the arms 
are to be made drooping and the [entire] body is to be made un¬ 
steady (lit, moved round) and walking [should be] by measured steps. 

67-69. A [special] Gait is to be assigned to women and 
persons of the inferior type when they are attacked with cold or are 
overtaken by a torrential shower, jjtt ° 

58 CB.XH57b-68a, G.57). 59-60 (B.XlI.58b-60a, G .58-59). 

61-63 (B.XU 60b-62, G.60-62a). 

63-66 (B.XII.6S-66, G.62b-65). 1 B. reads one additional hemistich 

after 64. 

67-69 (B.XI1.67-89, G.66-68)- 
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draw all their limbs together, to shiver greatly, to put their two 
hands on the breast, to bend their body, and their teeth are to 
clatter and lips are to throb and the chin is to quiver, and in 
representing an attack of cold the Gait should be slow. 


Gait in the Terrible Sentiment 


70-75. In the Terrible [Sentiment] the experts should 
make the Gait of women, and men of the inferior type who are 
lacking in spirits, suitable to their nature (lit. in that manner). 

[In the Terrible Sentiment] they are to have wide open 
and moving eyes, the Vidhuta head and the look awe-stricken and 
turned alternately to sides, and holding the Kapota hand they 
are to walk with quick steps, trembling body and faltering Gait. 
This [kind of movement] should be resorted to when a person is 
pursued [by an enemy], threatened or frightened [by any one]. 
[And the same rule will apply] when they see anything dreadful 
or hear any dreadful sound. In the terrified state the Gait suitable 
for wowen, and men who are cowards (lit. have renounced prowess) 
will consist of movement of the feet in the Edakakrldita Carl 
falling in quick succession sometimes close to and sometimes at 
a distance from each other, and the hands are to follow them. 


Gait of morel 1 ants and ministers 


70-78. The Gait of merchants and ministers is to be 
made natural. They should walk in the Atikirnta Call with 
steps two Talas wide. Their [left hand] showing the upturned 
Kntakamukba should be on the navel, and the right [lit. the first 
hand] showing the upturned Aivla should be on one side away 1 
[from the left one]. They should not make their limbs drooping, 
motionless or excessively moving. 


Gait of ascetics and sectarians 


79-86. Yatis, Bramanas, those practising austerities and 
those observing the vow of Brahmacarya are to have a | special] 

70-75 (B.XII.70-75, G.69-74). 

7fr78 (B.XJI.76-78, G.75-77). 1 B. rends stanmlarc for 'tadmitare 

(G. tathimtare). 

79-86 (.B.XJi-79-86, G.78-85). * Pidhava (B. vidhhya ). 
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Gait. [In acting their part] a wise [actor] should have immobile 
eyes looking only four cobits [in the front], a ready memoiy, the 
entire body in steadiness and he is to keep the mind at rest, to 
assume the marks belonging to his sect and to have modest clothes 
generally dyed in dark red, and to stand with the Samapada feet 
and to assume the Sthana, of the same name. I hen he should make 


two Catura hands one of which is to be stretched. And assuming 
a serene appearance in conformity with the performance he should 
perform the Atikranta (Atikrama) Can with natural (lit. not 
drooping) limbs. The best ascetics of the great vow are to be con¬ 
nected with these qualities or others contrary to them. As Iol the 
rest of the ascetices they according to the vow [enjoined by theii 
own sects] are to have a Gait confused or stately or sober or mild. 
And in case of the ascetics of the 1 Vsiipata sect they should walk 
in the Sakatasya and At.ikranta Carls with haughty step,". 


Gait of a person in darkness or of a blind man 


87. The Gait [of a person] in darkness or the Gait of a 
blind [naan] should consist of the teet drawn over the ground 
and the hands groping for the way. 

Gait of one riding a chariot 


88-<»2. The Gait of a person riding a chariot should consist 
of simple (curna) steps. From the Samapada Sthana (posture) he 
is to make a mimicry of the being carried in a chariot (lit. go the 
movement of a chariot), and with the one [hand he is to take up] 
the bow and with the other the pole [of the chariot]. And his 
charioteer is to remaian busy with the whip and the reins, and the 
draught animals according to the class [of the vehicle] should be 
represented differently. And with quick and simple steps In is to 
enter the stage. The Gait of one in a celestial car (limana) should 
be made like that of one riding a chariot. One who is about to 


2 lihgavi Le. jafiabhasmakauptnadt (Ag.)« 

» Gaccht'd—atikramad (B. gacchcd vyatikraimd, G. gacchcd 

yatikmmad). 

87 (B.X1I.87, G.86). ' andha-ytme (B.G. read atha yarn). 

88-92 (B.XII.88-92, G.87-91). 
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mount [these vehicles] is to hold his body up and with opposite of 
this [motion] one is to make one’s discent [from them]. 

Gait while moving in the sky 


<§L 


02-95. The Gait of a character moving through the sky is 
to include the aerial Carls and looking downwards, and [besides 
this] one is to move [first] from the Samapada Sthana (posture) 
with simple steps. The Gait of one who desends from the sky is 
also to be of this kind. This Gait is to consist of steps straight 
and wide or high and low, or irregular and round about. 

The Gait of a person falling from the sky is to include the 
Ap;iviolha arms, scattered ends of clothes and eyes set on the 
ground [below]. 

Gait in ascending any lofty palace 
9G-98. [In a play sometimes] there is necessity of ascen¬ 
ding [stairs of] a palace, tree or hill or any other high object and 
descending from them or getting down into a river or some lower 
region and getting up from it. In ascending [the stairs of] a 
palace a person should move the feet in the Atikranta Carl, and 
with the body held up he should put forward his steps in [the 
flight of] stairs. In descending from the same, the body should be 
slightly bent and one foot should be in the Atikranta Carl and the 
other in the Aricita movement. 

98-100. This Gait suited to ascending [the stairs of] a 
palace should be applied in climbing hills. But in the case of 
hills the limbs are to be thrown up. The climbing of trees [should 
be represented] by stops in the Atikranta, Sue!. Apakranta and 
Parsvakranta Carls. 

Gait in getting down into lower places 
101-104. This should also be the Gait in coming down 
[from the trees] and the same should apply in case of getting down 
into a river. 


92-95 (B XIJ.92-96, G.91b-94). 

96-98 (B.XlI.96-98a, G.95-97). 1 gat ram anamya (B. gatram 

asyaiva). 

99-100 (B.X1I.1O3-104, 0.108 104). 

101-104 (B.XJI 105a, 98b-101, G.98-101). 






The Gait in [case of coming down from the top of] a palace 
will apply only in crossing [a river]. 


The Gait of a person moving in the river will be according 
to the depth (lit. measure) of the water. In shallow water, with 
the tucking up of one’s clothes, and in the deep [water] with the 
throwing out of hands one is to move with the fore part of one’s 
body slightly bent. And in case of a person’s being carried away 
by the current (lit. water) he is to stretch out his arms one by one 
to push forward water repeatedly and during this movement 
all his limbs are to be busily engaged and the mouth filled up 
[with water]. 

Gait in travelling by boat 

105. The Gait of a person travelling by a boat should be 
roade up of quick steps. According to these rules (lit. this rule) 
°ne should observe the various Gaits and movements. 

100-107. All these [conveyances] are to represented (lit. 
made) by [suggestive] tokens ( samjna) only. [If you ask] “why”, 
[the reply will be the question], “Will the actors (lit. producers) 
have to die when the character [to be represented] is said to be 
dead ?” The elephant will be represented by taking up a goad, the 
horse by a bit and the other conveyances by a whip. 

Gait in riding a horse 

108. The Gait of a person riding a horse will consist of the 
Vaisakha Stlhina and simple foot steps of the various kinds* 

Gait of serpents 

109. The Gait of serpents will be by the Svastika feet. [To 
represent it the actor] is to move in the Par.4vakranta Car! and then 
make a Reeaka of the Svastika feet. 

105 (B.XII.102a, 105b, G.102b, 105a). 

106-107 (B.XIIJ06-107, G.105-106). 1 G. reads 106b as toman 

itiprokte kim kartavyam prayoklrbkih. This passage shows that 
of painted scenery was not indispensible in the ancient Indian stage 
this point Ag. says : an cnwmflfwsuut n(i)g»n i ntanltj 

gnu? I 

108 (B.X1U08, G.107). 


109 (B.XJ I.109, G. 108). 
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Gait of a Parasite 


110. The Gait of a Parasite (oiia) should be made graceful. 
[An actor] is to represent (lit. go) the Gait of a Parasite by putting 
forward Akuficita (Kuncita) feet within one Tala and holding the 
Kataklvardhamana hands with the proper Sausthava and lotting 
[these] hands follow the feet. 


Gait of the Kaiicukiya 

112-113. [The Gait] of the Kaiicukiya (armour-bearer) * 1 * 
should be made.[suitable] to his particular age and condition. When 
he b not old 3 his Gait should be as follows : With the feet raised 
half a Tala high and simple steps he should walk carrying his 
limbs like one who is treading (lit. touching) upon mud. 

114. But in case of his being [thoroughly] old he should 
wa)k with the trembling body and raise the feet slowly and with 
[every] step he is to take his breadth. 


110 (JB.XI1.110, G.109). Ill (13.X1I.110, G.110). 

112-113 (B.XILU2418, 0,111-112). 1 The word kancukiya (kah- 
cukin) should be translated as ‘armour-bearer’ and not as ‘chamberlain’ 
which term should -be used for sannidhatr ; see Kautfiya’s Artlmsastra 
(2. 4. 23). BhP. (p. 292) defines the Kancukiya as follows : 

i srepffNr wi 11 

(Passionless Brahmins who have knowledge and wisdom being in charge 
of (the king’s) armour and crown, and holding the cane-sfcick (as symbol 
of their authority), are called Kahmkiyas by the wifee). 

* a-vrddhasya. This adjective of the kaiicukiya contradicts the 
following (probably very late) definition : sit gwifam 1 

1 fait? 1 

This passage has been wrongly ascribed to Bharata in Rucipati’s commen¬ 
tary to the Anargharaghava (ed. in Kavyamcda, p. 109). The kancukiya 
in the plays ascribed to Bhasa (t.e. Svapna, Pratima, Abhi. Panca. 
Duta. and Bala.) does not show any trace of old age. The kalicukin in the 
Snk. doplores that the cane-stick which he had taken up as the symbol 
of his office, has become in old age the support of his body which he 
could move with difficulty (V.3.). From this it may be assumed that he 
was appointed before old age came upon him. 

144 (B.X1I. 144, G113). ‘For an old katickin see Hak. loc.. cit 
Mudra, II, etc. 9. and 1JI. 
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Gait of emaciated; sick and fatigued persons 


115-117. The Gait of an emaciated person should consist 
of slow steps. And in case of an attack of fever or othei illness, 01 
of fatigue due to austerities, or hunger, a person is to walk with 
lean and depressed belly, feeble voice, depressed cheek, lusterless 
eyes, slow movement of the hands and the feet, tremor and affliction 
of the limbs and with [every] step he is to emit breath. 


Gait of a person walking a long distance 


118. The Gait of a person walking a longdistance is to 
consist of slow steps, narrowing of limbs and the rubbing ol the 
knees. 


Gait of a corpulent person 

119. A corpulent, person is to walk with the feet raised 
slowly and he is to drag on his body with great effort. 

120. A person going with [hurried] steps should be copiously 
breathing, and be covered with perspiration due to fatigue and his 
steps should be simple. 

Gait of intoxicated persons 

121. The Gait of persons with light (lit. young) and medium 
intoxication will be reeling, with the two feet [sometimes going] 
backwards. 

122. The Gait of persons heavily (lit. worst) intoxicated 
will consist'of unsteady feet, reeling body and staggering step*. 

Gait of a lunatic 

123-130. The Gait of a lunatic will consist of irregular 
S tcps, many Caris in imitation of [various types ol) men. He has 
unpolished and dishevelled hair and body covered with dust , he 
talks without any reason and talks too much in an unnatural 


115-117 (B.X1L118-117, 0.114-116). 

118 (T5.X1I.U8, G.117). 

119(B.XII.H9, G.118). ’ 120 (B.XU.120, G.110). 

121 (B.XII.121, G.1.20).. '22 (B.XI1.122, G.121). 

123-130 (B.XII.123-130, G.122-129). 


29 
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manner; sometimes he sings and sometimes laughs and is not 
ready to accompany [any one] ; and he [sometimes] dances in joy 
and [sometimes makes dramming [with any object he may find 
before him]. Or.ce he runs swiftly and at other times stands still ; 
[again] sometimes he is seated and sometimes lying down. He' 
is to wear rags of different kinds and to make the public road his 
irregular dwelling place. A lunatic will be of the above description 
dit. this man). His gait will be as follows : 

After moving in the Baddha Cari he is to cross his feet. 
The a going round in all the four direction with this Cari he as to 
perform the Bhfamara Mandala outwards and reach one corner of 
the stage. Then turning the Trika gracefully and holding the Lata 
hand with irregular movements he is to move with his feet. 

Gait of lame men, cripples and dwarfs 


131-136. The Gait of lame persons, cripples and dwarfs in 
connexion with the display of physical defects for the sake of the 
Comic Sentiment, will be of three kinds. In one [kind of] Gait of 
lame persons the feet are to remain stiff. In the second one, feet 
are to be made Agratalasancara and the body is to held up (lit. 
raised) by the stiff foot. [And in the third] the body is to move on 
one foot, and to rest on another foot and setting feet in this order 
[the lame men] are to go. This will be one’s Gait when one 
has run a thorn in the sole of one’s foot. The Gait of cripples will 
consist of the Agratalasancara and the Ancita feet, the steady body 
and the Nata shanks. During the Gait of dwarfs all their limbs 
are to be narrowed down and they should neither move [quickly] 
nor take [wide] steps. 

Gait of the Jester 

137-140. The Jester will have the same Gait consisting of 
simple laughable steps with feet raised high [and put forward]. And 
his Gait will relate to three kinds of laughter : laughter due to 

131-136 (B.XII.131-136; G.l3«-l85a). 1 For trividha G. reads. 

vividha and omits 138b. 

137-140 (B.XII.137-140, G.l35b-138). 1 For vakyakrta B.G. read 

knvyakrta. 





limbs, clue to words and due to the costume and make-up. Of these 
the ugly and big teeth, baldness, hunch on the back, lameness and, 
distorted face will be objects of laughter due to limbs. When one 
walks like a crane looking up and looking down and with wide 
strides, this too becomes an object of laughter due to limbs. 

140- 141- Talking incoherently, mcaninglessly, unnaturally 
and uttering obscene words are to be known as [objects of] laughter 
due to words. 

141- 142, A. person covered with tattered clothes or skin, 
or smeared with ink (or lamp-black), ashes or yellow ochere is [an 
object of] laughter due to the costume and make-up. Hence 
the [Jester] after considering the characters [he will be con 
fronting] should carefully (lit. essentially) assume [one or more 

of] these states. 

143-140. The Gait of the Jester should be distinguished 
according to his different conditions, [h or example] in his natuial 
Gait he is to carry the Kutilaka ( kutilci ) in his left hand and to 
show the Cafura (gesture) with the right hand. Besides this he is 
lower by turns one of his sides, head, hands and feet observing 
proper tempo and Tala. The Gait other than this which is natural, 
will be abnormal. His-Gait on having some food which was 
difficult to get, will be arrested. 

Gait of the menials 

146-148. The Gait to represent the walking of servants ol 
lower order or other persons of the inferior type should be as 
follows : in the walking of servants, one of their sides or head or a 
hand or a foot is to be lowered and their eyes are to move to 
[different] objects. 


* For vakavat G. reads khagavad. 

140- 141 (B.XI 1.1 40b-141a, G.139). 1 For vakyahhsyam B.G. roads 

kavyahdsyam. 

141- 142 (B.XII. 141b-142, G.140-14la). 

143-146 (B.XlI.143-146a, G.14lb-144). 1 B. roads 146a as 

cdabhalabhad bhuktasya etc. 

146-148 (B.XU.146b-147, G.145-146). 
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Gait of the Sakara 

148-149. The Gait of the Sahara - will consist of proud but 
ordinary steps, and while walking he will touch his clothes and 
ornaments and often look at them, and from the unnatural motion 
of his body his garlands, and suspended parts of the clothes are 
to move to and fro- 

Gait of lowly persons 

150. Persons of inferior birth are to Walk with eyes looking 
around, protecting their limbs from the contact of other people. 

Gait of the Mlcccha tribes 

151. The Gait and movements of the men of different 
Mleccha tribes such as the Pulindas and the Sabaras should be 
made according to the lands they inhabit. 

Gait of birds 

152. The Gait of birds, beasts of pray and other animals 
is to be made according to the character natural to them. 

Gait of lions, bears and monkeys 

153. The Gait of lions, bears and monkeys is to be made 
[like that] which was assumed by the lord Visnu incarnated as the 
Man-lion. [It is as described below]. 

154-155. [In this Gait] after assuming the Alidha Sthana 
(posture) with limbs conforming to it, that is, one hand on the 
knee and the other on the breast, one is to look all around and 
put one’s chin on one’s shoulder and to walk with feet placed live 
Talas apart. 

156. The Gait should be applied to [represent] lions and 
such other animals at the time of personal combat as well as in 
entering the stage. 

148-149 (B.XIU49-150a, G.147) 1 G. omits 141a. 

150 (B.XH.l50b-151a, G.148). 151 (B.XII. 151b-t52a, G.149). 

152 (B.XH152b-153a, G.150). 153 (B.XII158b-154a, G.151). 

154-155 (B.XII.l54b-156a, G.152-153). 

156 (B.XII- 156b-l 57a. G.154). 1 Lious etc. here indicate actors with 

the mask of these animals. 
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157. As for the rest of animals the Gait and the Sthana 
(posture) for them when entering the stage or carrying any one or 
anything on the back should be made suitable to the occasion. 


158. These [different] Gaits are thus to be used by wise 
[actors]. The Gaits that have not been described by me, are to 
be adopted from [the practice of] people. 


Walking postures of women 

159- 160. I shall now speak of the Gaits and movements 
of women. The Sthana (posture) of women, in walking and 
speaking [to others] will be Ayata, Avabitthu and Asvakranta. 

160- 161. Ayata : In the Ayata Sthana (posture) the right 
foot will be Saina, the left (lit. the other at the side) foot Tryasra 
(obliquely placed) and the left waist raised. 

161- 164 (Uses): Tins .Sthana is to be used in invocation, 
dismissal, observing carefully, thinking and dissimulation. And 
first appearance on the stage, scattering handfuls of flowers on 
the stage, anger due to jealous love, twisting the forefinger, 
prohibition, pride, profundity, silence, (it of resentment (mana) 
and looking to the horizon are also to be represented from this 
Sthana 1 . 

161-165. Avahittha: The left foot will be Sama and the 
right (lit. the other at the side) foot Tryasra (obliquely placed) 
and the left waist raised up. 

165-167. (Uses) : This Sthana is known (lit. remem¬ 
bered) as natural for women during conversation | with anyone], 
in determination, satisfaction and conjecture In representing 


157 (B.XII.157b-158a, G.155). 158 (B.XlJ.168b-159a, G.156). 

159- 160 (B.XII.159b-160, G.156c-157), 1 B. roads live additional 

homistichs after this. 

160- 161 (B.XH 163b-164a, G.158). 

161- 164 (B.X11.164b-l67a, G.16IM01). 

164- 165 (B.XII167b-168a, G.162). 1 B.G. roacl two additional coup- 

lets after this. 

165- 167 (B.XI1.17lb-172a, 170b 171a, G.165-166). 
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anxiety, amorousness, sportiveness, grace, the Erotic and the like 
[Sentiments] and looking towards the way of someone [coming 
or going] this Sthana is to be used. 

107-168. Asvakranta : The Sthana in which one foot is 
raised and the other is resting on its fore-part and [ready for] the 
Suci or the Aviddha Cari is called ASvakranta 1 . 


168-169. (Uses) : This Sthana is to be assumed in taking 
hold of the branch of a tree, plucking a cluster [of flowers] or in 
the taking of rest by goddesses or women for any purposes. 

J69-171. The Sthana will be [maintained by a dancer] till 
any movement begins. For during a dance the Sthana is at an 
end when the Cari has begun (lit. is present). This is the rule of 
the Sthana for women and for men as well. I shall now describe 
women’s Gait in relation to their nature. 


Gait of young women 

171-170. [Such a Gait will serially include the following 
Sthana and movements] : The Avahittha Sthana, the left hand 
pointing downwards, the right hand with the Katakamukha gesture 
placed on the navel, the right foot, raised gracefully up one Tala and 
thrown on the left one and simultaneously with that the left hand 
with the Lata gesture.placed on the navel and the right side bent, 
placing the right hand on the hip and the Udvestita movement 
of the left hand, then the left foot put forward, the right hand with 
the Lata gesture, [After assuming this Sthana and movements] 
they are to walk five steps with the body slightly bent and the 
head gracefully held in the Udvahita posture. 

176-177. The rules for going about on the stage which have 
been prescribed for men will apply also for women. 


167- 168 (B.XIL172b-173a, Q.167). 1 B. reads two additional coup¬ 

lets after this. 

168- 169 (B.XILl75bT76a, G.168). 

169- 171 (B.XlI.l76b-178a, G.169-170). 

171-176 (B.XI1.178b-183a, G.171-175). 

176-177 (B.X11.183b-184a, G. 176). . 








177-179. The steps of women should not be made of six or 
sight Kalas duration. Such a step will be irksome for them. This 
will be the Gait of women in their youth. I shall speak [now] 
about the Gait of women who are aged (sthaviyasi). 1 

Gait of aged women 

179-181. After assuming the Avahittha Sthana and putting 
the left hand on the waist and the right hand with the Arala 
gesture upturned, placed between the navel and the breasts, they 
are to walk gradually with their body neither relaxed nor stiff nor 
[much] moved about. 

Gait of handmaids 

181-183. The Gait of hand-maids should be made bewil¬ 
dered (udbhrantd). They are to'walk with slightly raised body 
and flourishing arms, after assuming the Avahitta Sthana with 
the left hand pointing downwards and the right hand showing 
the Katuksimukha hand held on the navel. 

Gait of half-women 

183- 184. The Gait of the half-women, an admixture of 
that of men and of woman will consist of stately but graceful 
movement of limbs and playful steps (lit. feet). 

184- 186. The time required for the Gait which has been 
prescribed for persons of the superior type will be halved in case 
of women and the inferior types of men. And the Gait [prescribed 
for persons] of the superior, the middling and the inferior types 
will apply in case of women [of those types] except for the foots¬ 
teps which will be graceful [for the latter], 

177-179 (B.XlI.184b-186a, G.177-178). 1 RG. read sthaniya ya 

slriyas tasam for sthavlyasVnam eiasnm. The word st/ianyas may well 
be a comparative degree form of sthmrira. Cf. daviyas for dura. 

179-181 (B,XII• 186b-l88a, G.179-180). 

' 181-183 (B.XII.l88b-l90a, G.181-182). 

183 184 (B.XII.l90b-191a, G.183). 

184-186 (B.XU.l9lb-l93a, G.184-186). 
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Gait of children 

186- 187. The Gait of children will be according to their 
will and no Sausthava and [fixed] measrement will be required. 

Gait ef hermaphrodites 

187- 188. The third type of persons will be hermaphrodites 
in whose case women’s Gait to the exclusion of their [partial] male 
character, should be applied. 

Gait in the change of role 

188- 189. A change [of their role] by men, women and 
hermaphrodites should be represented by assumption on their part 
of Gads suitable to those [new roles] to the exclusion of their own 
[original] character. 

Gait of persons in disguise 

189- 191. For disguise, sports or deception [of others] a 
woman assumes the role of a man, and a man that of a woman. [In 
such cases] the woman should play the role of a man with patient 
and liberal spirit and intelligence, and- with acts as well as dress, 
words and movement suitable to that [character]. 

191- 192. To play the role of a woman a man is to wear her 
clothes, speak like her and look at things and abstain from looking 
at these as she does, and is to assume a delicate and slow Gait. 

Gait of the tribal women 

192- 193. Women of inferior birth and of the Pulinda and 
the Sahara tribes are to have Gaits natural to their community. 

. Gait of women aseceties 

193- 194. In case of observing a vow or practising austeri¬ 
ties or bearing the mark [of religious sects.] or staying in the sky 
the Samapada Carl is to be used [as their Gait]. 

186 187 (B.XII.193b-l91a. G.186). 

187- 188 (B.XII. 194b- 195a, G 187). 

188- 189 (B.XH.195I> 1.96a, G.188). 

189- 192 (B.Xn.l96b-199a. G.189-191). 

192- 193 (B.XIL 199b-200a, G.192). 

193- 194 (B.XI1.200b-20la, G-1&3). 
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194- 195. An expert in dramatic art should not assign the 
energetic Angaharas, Carls and Mandalas to women. 

Sitting postures for men and women 

195- 199- Sitting posture^ (sthana) for men and women 
should be made conforming to (lit. combined with) the different 
States which they are in, and similar should be their postures 
while in bed. 

Sitting at ease 

196- 197. In sitting at ease the two feet are at rest (viskcwn- 
■'hita) and kept doubled up ( ancita), the Trika is slightly raised, 
and the two hands are put on the thighs on the two sides. 

Sitting in a thinking mood 

197- 198. When a person is to assume [deep] thinking, 
[from the easy sitting posture] he is to stretch slightly one of 
his feet, and the other foot is to rest on the seat and the head 
ls to bend on one side. 


Sitting in sorrow 

198- 109. When a person is in [deep] sorrow, [from the 
e asy sitting posture] he is to put up his hands for supporting the 
( ‘hin, or his head is to rest on the shoulder, and he is [to look like] 
one whose mind and the sense-organs are not working (lit. lost). 

Sitting in fainting and intoxication 

199- 200. When a person is fainting or is intoxicated, tired, 
weakened or sad, |from the easy sitting posture] he is to stretch 
Ids arms loosely and to sit depending on [some] support. 


194- 185 (B.XII.201b-202a, G.194). 

195- 196 (B.XII.202b-203a, G.195). 

196- 197 (B.XII.203b-204a, G196). 

197- 198 (B.XII.204b-205a, G.197). 

198- 199 (B.XII.205b-206a, G-198). 

199- 200 (B.XIT.206b-207a. G.I99\ 
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Sitting in shame and sleep etc. 


200-201. When a person is ill, ashamed, asleep or in 
meditation he is to lump together his limbs between legs and 
knees. 


Sitting on ceremonial occasions 


201- 202. In offering a libation of water to the spirits of 
diseased parents, muttering of Mantras, saying the Sandhya prayers 
and making Acamana, one is to assume the sitting posture with the 
hump raised, in which the hip and the heels come together. 

Sitting in pacifying a beloved woman 

202- 203. In appeasing [the anger of] a beloved woman and 
pouring ghee into the sacrificial fire and doing similar other acts, a 
person is to put one of his stretched knees on the ground [from the 
sitting posture mentioned above]. 

Sitting in worshipping a deity 

203- 206. Downcast face and the sitting posture with the 
two knees on the ground (ie. kneeling down) is to be assumed in 
adoring a diety, pacifying the angry [superiors], bitterly crying for 
sorrow, seeing a dead body, the fear of persons of low spiiits, 
the begging of something by lowly persons and servants, and, 
attendance during the Homa and the sacrificial work. Ascetics 
(muni) while practising austerities are [also] to assume this sitting- 
posture (lit. rule about sitting). 


Seats for different characters 


206-207. Now the seats (lit. rules regarding the seats) for 
males and females in a drama are twofold : public (bahya) and 
private (i ahlnjantara ). [These two terms] public and private relate 
to the royalty (lit. the king). 


200- 201 (B.XII 207b-208a, G.200). 

201- 202 (B.XlI.208b-209a, G.201). 

202- 203 (B Xn.200b-210a, G.202). 
208-206 (B.XlI.20lb-2l3a, G.203-205). 
206-207 (B.X11.2l3b-2Hu, 0.2(16). 
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Seats for male characters 

208-210. O Brahmins, gods and kings are to be given 
the Lion-seat (i.e. throne), the priests and the nainisteis the 
cane-seat, the commander of the army and the crown-prince the 
Munda-seat, the Brahmins the wooden seat and the other piinces 
the*carpet-seat. This rule of seats should be observed in the 
royal court. 

Seats for female characters 

210-214. I shall now speak of the rule of seats for women. 
The chief queen should be given the Lion-seat, the female 
relatives and wives of the king other than the chief queen the 
Munda-seat, the wives of priests and ministers the cane-seat, 
the concubines [of the king] the seat consisting of cloth, skin or 
carpet, the wives of Brahmins and female ascetics the seat made of 
wood ( patta ), the wives of Vai^yas the seat of pillow (cushion), 
and for the remaining women the ground will be the seat. So 
much about the rule of seats in the inner appartments as well as 
in public places. While residing in one’s own house one can 
take any seat according to one’s liking. 

Seats for ascetics and sectarians 

215. The seats for the ascetics should be according to the 
rules [of the order] they are observing. For the members of 
different sects with special marks the seats will be according 
to their vows. 

216. While pouring ghee into the sacrificial fire or 
doing the sacrificial duty in general or offering a libation 
water to the departed parents one is to sit on a Vrsi 1 , Munda-seat 
or cane-seat. 



208-210 (B.XII.214b-2l7a, G.207-210a). 1 A cane-chair. 

2 muncjasana is probably nothing other than Bengali tnofa 

2l0-2i4(B.X11.2l7b-22l,G.2l0b-214). 

215 (B.X1I 222, G.215). 1 For example, some have tiger-skin as 

their seat, some deer-skin or a piece of woolen blanket 

216 (B.XU.228, G.216). 1 a seat made of ku6a grass (Apte) 
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General rules about seats 


217. Other local people (sthanlya) who are of [high] birth 
and possess [great] learning should be honoured by the king by 
[an offer of suitable] seats. 

218. To his equals he (i.e. the king) the is to offer seats 
equal in height to that of his own, to persons of medium importance, 
the seats of middling height, and to persons who are superior 
to him, should be given a more elevated seat, while the lowly 
persons are to be seated on the ground. 

219. Before the preceptor, the king or the spiritual guide 
('J ul ') wise persons are to sit on the ground or on an wooden 
seat. 

220. Sitting together with the spiritual guide, the preceptor 
or the king in a boat, on an elephant or in a chariot, is allowed 
(lit. not to be objected to). 

Lying-down postures 

221. Postures in the bed are known (lit. proclaimed) as 
Akuncita, Sama, Prasarita, Vivartita, Udvfihita and Nata. 

222. Akuncita : Lying down with limbs narrowed down and 
the two knees sticking to the bed is called the Akuncita posture. 
It is to be used in representing persons attacked with cold. 

223. Sama : Lying down with the face upwards and the 
hands free and turning downwards is called the Sama posture. It 
is the posture in deep sleep. 

224. Prasarita : Lying down with one arm as the pillow 
and the knees stretched, is called the Prasarita posture. It is to be 
used to represent one enjoying a sleep of happiness- 

225. Vivartita : Lymg down with the face downwards is 
called the Vivartita posture. It is to be assumed in [representingj 


217 (B.XH.224, G.317). 
219 (B.XJI.226, G.219). 
221 (B.XII.228, G.221). 
228 (EXE 280, G.228). 
225 (B.XII.282, G.225). 


218 (B.XII.225, G.218). 
220 (B.X 11.227, G.220). 
222 (B.XU.229, G.222). 
224 (B.XH.821, G224). 
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wound from any weapon, death, vomitting, intoxication and 
lunacy. 

22G. Udvaliita : Lying down with the head resting on 
the hand and making a movement of the knee, is called the 
Udvaliita posture. It is to be used in sports and on entrance 
of the master. 

227. Nata: Lying down with the legs (lit. shanks) 
slightly stretched and the two hands loosely resting is called the 
Nata posture. It is to be used in laziness, fatigue and distress. 

228. This is the [rule of] Gait and movements I was to 

tell you. Whatever remains unsaid should be devised accoul- 
>ng to the demand of circumstances. 1 shall hcarafter speak 
about the division of the stage into Zones in connexion with going 
about on it. v 

Here ends Chapter XI11 of Bharatas Niltyasastra 
which treats of the Gaits and other Movements. 


226 (B.X1I.233, G.22(.). 227 (B,Xn.234,G.227). 

228 (B.X1I235, G.228). 









CHAPTER FOURTEEN 
THE ZONES AND THE LOCAL USAGES ETC. 

1. One should fix the Zones [of the stage] after knowing 
the division of the three [kinds of] playhouse, that have been men¬ 
tioned before by me. 

The arrangement of drums 

2. The producer [of a play] should arrange the drums 
between the two doors of the tiring room, which I have 
described before. 

The Zonal division 

3. The Zonal division 1 2 3 is to be indicated by going about on 
the stage. [When one is in a particular] Zone [of the stage, it] 
will change [lit. be another] with his walking out of it. 

Utility of the Zonal division 

4-fi. [It is] from the [convention of] the Zonal division that 
one is to know [whether the place in which the scene has been laid] 
is a house, a city, a garden, a pleasure resort, a river, a hermitage, 
a forest, the earth, the sea, [any part of] the Three worlds, any 
one of the Seven great divisions of the earth or its continents, 
any of the different mountain?, the sky (lit. light), the [surface ot 
the] earth or the nether world ( raffitala ), the places of rest, cities 
or palaces of the Daityas 1 . 

7. The Zones should be fixed with reference to places such 
as a city, a forest, a continent or a mountain in which the scenes 
have been laid (lit. the event occurs). 

1 (B.XHI.1, G.l). 1 See NS. II. 63ff. 

2 (B.XJH.2, G 2). 

3 (B.XIII.3, G-3). 1 As modern devise of the change of scenes was 

absent in the ancient Hindu theatre, the convention of the Zonal division 
indicated the locality in which different characters met 

4-6 (B.XLU.4-6, G 4-6), 1 B. reads daityanagulayas for daitydnatn 

idayas. 7 (.B.XIH.7, G.7). 
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Indicating relative location 

8. [The Zonal] division should relate to location inside, 
outside or in the middle and to a place far or neai. 

9. According to the convention of the Zonal division those 
who have entered [the stage] earlier, should be taken as being 
inside [a house], while those entering it later ait to bo known as 
remaining outside it. 

10. He who enters the stage with the intention of seeing 
them (?'. e. those entering earlier) should report lnmself turning to 
the right. 


11 . 


The east on the stage 
The direction which the drums and the two doois of the 


tiring room face, should always bo considered as the east in course 
°1 the dramatic performance. 

The rule of evit 

12. If any person will go out from the place (lit. there i.e. 
inside the house) on any business lie is to make his ixit )j. t le 
very door he used when entering 1 . 

18. If after going out he is to re-enter that, house he will 
brake his exit [if necesenry] by the door through which the nun 
[who enter later] came. 

14-15. If out of necessity he goes along with latter, [re-] 
enters the house with the latter, or by himself alone, another Zone 
should be prescribed for the two. This other Zone will be indicated 
hy their [order in] walking. 

Indication of rank in group walking 

16. With the equals, one is to walk side by side and with 
one’s inferiors one is to walk surrounded [by the latter], and hand¬ 
maids are to be known by their walking befoit [tlx mastei • 

"" 10 (RXUI10 ' 
is SSw ' «• «*■ X 

18 (B.xm.13, G.13). H ‘ 15 < B,X11 14 ’ 0,1 
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Indicating distance great, small and medium 

17. The same place if much walked over will be taken as 
a distant land. And near by lands or lands of medium distance 
are to be indicated likewise (in the same principle) 1 . 

Movement of gods and demigods 

18-20. According to the various needs of the plot (lit. play) 
gods and demigods are to move to cities, forests, seas or mountains 
through the sky, by an aerial car, by their occult power or by 
different other acts. But while in disguise iu a play they (i. e 
gods and demigods) are to move on the ground, so that they may 
bd-visible like human beings (lit. through human causes) 1 . 

Movement of men in Bharatavarsa 

21. The gods and demigods can at their will move to any 
of [the nine] divisions [of the Jambudvipa], but it is prescribed 
that men are to move in Blvrata [varsa] (India) alone. 

Departure for a distance place 

22. If a person departs on business to a distant place this 
is to be indicated by closing the Act [with his departing] and 
mentioning again this fact in an Introductory Scene ( pravesaka ) 

Time allowed for the events of an Act 

23. To indicate the attainment of an object one is to 
traverse a measure of distance. But in case of failure in this 
matter (lit. in non-attainment of the object) the Act should be 
brought to an end. 

24. [Incidents in a play occurring for] a Ksana, a Muhurta, 
a Yarna and a day are to be accommodated in an Act in pursuance 
of the Germ (vija) [of the play]. 

25. But a month or a year is [to be considered] finished 
with the end of an Act; and events occurring more than one 
year after, should not be put in an Act. 


16 (B.X1II16.G.16). 

17 (B. XIII,17, G.17). 1 For aa example of this see Uttar a I. 

18-20 (B. XIT.U8 20, 0,18-20). 1 B.G. add one couplet after this. 

21 (B.XI11.21, 0.22). 22 (B.XIH.2S, 0.23). 23 (B.XIII.24, 0-24 . 

24 (B.XGf-25, G.25). 25 (B.XIII-26, G.26). 
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26. The Zones of the stage [and allied conventions] con¬ 
cerning the movements of men are thus to be observed in a play 
in connexion with Bliaratavarsa (India). Now listen about that 
of gods and demigods. 

27-32. Yaksas, Guhyakas, the followers of Kuvera, (lit. the 
giver of wealth), Raksasas, Bhutas and Pisacas who live on the 
best mountain Kailasa included in the Himalayas, are known 
as dwellers of the latter mountain. Gandharvas, Apsarasas and 
Ganas are known to live on the Hemakuta. On the ISisadha live 
all the Xagas (serpents) such as Hesa, Vasnki and laksaka. Ihe 
thirty-three groups of gods dwell on the great Meru, and Siddhas 
and Brahmarsis on the Blue [Mountain] full of lapis lazuli 
The White Mountain is the abode of Daityas and Danavas, while 
Pitrs resort to the Srngavat [mountain]. These are the best moun¬ 
tains where gods and demigods dwell. With reference ot the 
Zonal division they should be [placed] in Jambudvlpa [where 
these mountains exist]. 

Movements of gods 

32-35. Their exploits should be represented (lit. made) 
according to their habits and powers, but their costumes and make* 
U P should be like that of human beings. All the conditions of gods 
ill ' e + o be made human. Hence they should not be represented (lit. 
ra ade) as winkless [which they traditionally are]. For the States 
and the Sentiments [in a play] depend on Glances. And the 
States are [first] indicated by Glances and then represented by 
gestures and postures (lit. by limbs). This is all about the Zonal 
division. 

The four Local i'sagos 

36. I shall now resume the description of the Local Usages 
(pkvrtti) which according to the experts in drama are four: Avuuti 
^-ksinatya, Pahcali and Odhra-Magadhi . _ 

2^X111,27 am). 27*32 (B.XHI.28-33a, 0.28-38). 

32-3l> (B.XIH.33b-36r, G.S5-37a). 1 For tu k ^' am R re!ul " n(l 

k<Xr yatn. 

, 36 (B.XIU. 3 6 b- 38 , G.37b-33). 1 The passage fol'owing this till tl.c 

Winning 0 f 37 is in prose. 

31 
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[Now comes the question] : Why is [it called] pravrtii 
(report) [of the Local Usages] ? [In answer to this] it is said that 
pravrtii is so called because it informs [one] about the Local 
Usages regarding costumes, languages, manners and professions 
in different countries of the world. Vrtti and pravrtti mean 
‘information’, There are many countries in this world. Hence 
it is asked, “How a fourfold division of these (i.e. the four 
pravrttis) [can be] proper ? And an observance of all these 
pravrttis possess [some] common characteristics.” [In reply] 
it has been said, “It is true that their observance has [some] 
common characteristics •, but as people have different native 
count! ies, costumes, languages [and manners, I have prescribed 
a fourfold classification of the dramatic performance which is 
attached to four different Styles according to the preference 
of [different] people. [Hence] countries are connected with the 
performance which relate to the Styles such as the Verbal 
(i bharatl ) the Grand ( sattvatl ), the Graceful (katiilci) and the 
Violent ( arabhat }). And from these [countries] arise the 
four pravrttis (Local Usages) and also the [entire] performance 
including them. 

The Dalcsinatya Local Usage 

Now [it is said] in that connexion (lit. there) that the 
Southern [countries] favour various kind of dances, songs and 
instrumental music, an abundance of the Graceful (kaisiki) Style 
and clever and graceful gestures. They are as follows : 

37 Countries adjacent to mountains named the Mahendra, 
the Malaya, the Sahya, the Mekala and the Kalapanjara 1 , are 
known as the Daksinapatha (Deccan). 

38-89 [But] Kosala, Tosala, Kalinga 1 , Yavana, Khasa, and 
countries like Dramida, Andhra, Mah '.rastra 2 , Vainna and Vann 


37 (B.XI1I.39, G.39). 1 Kalapa jara seems to be same as modern 

Kali, jara (—Kiilapi java) ; pin jara is a variant of panjara ; see 
Paia-snddamabannavo, sub voce. 

38-39 (B.XBI.40-41, G.40-41). 4 See note 1 to 43-45. 

* Andbra-Mahai'iistra may also b<’ taken!as the name of the great 
Andhra empire {maka-ra;j.ra). 
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vasika which lie between the Southern Ocean and the Vindhya 
[mountain] are always to take to the Daksinatya Local Usages 6 . 

The Avanti Local Usage 

40-41. Avanti, Vicli^a 5 Saurastra, MaJava 5 Sinclhu, Sauvira* 
Arvudeya 1 Dasarna, Tripura, and Mrttikavat always take to the 
Avanti Local Usage 2 3 . 

42. The performance [of a play] by [people of] these [coun¬ 
tries] should depend on the Grand (sattvati) and the Graceful 
[kaisiki] Styles and [such a procedure] should be adopted by 
the producers. 

The Odhr a-M agadhi Local Usage 

43-45. Eastern 1 [countries such as] Aiiga, Vanga, Kalinga 2 , 
Vatsa, Odhra (Odra);Magadha, Pundra, Nepala, Amtargira, Bahi- 
r gira, Plavamgama, Malada 8 , Mallavartaka, 4 5 Brabmottara,® Bhar- 
&ava,® Margava, 7 Pragjyotisa, Pulindu, Videha and lamralipta, 
a dopt the Local Usage known as the Odhra-Magadhi. 

46. In relation to other countries too known in the 
Purges as belonging to the East the Odhra-Magadhi Local 
Usa ge is applied. 

\ Geographical names mentioned in this passage and the passages 
that follow, are mostly to be met with in the Purayas (sometimes with 
variant readings). For a discussion on the same see Dines Chandra 
Sircar, ‘Text of the Puranic Lists of Peoples’ (IHQ. Vol. XXI. 1945 
PP- 297-314). 

40-41 (B.XIII.42-43, G.42-43). 1 Arvuda or modern Abu in Raj- 

Putana is probably meant by this name. 

42 (B.Xin.44, G.44). 

43-45 (B.XlII 45-47, G.45-47). 1 B. firahga firavrttayah. 

3 The twofold mention of Kalinga requires an explanation. It is 
P03si Me that the two different Usages were current in this region. 

3 Malada be may modern Maldah District of Bengal. 

4 Mallavartaka may be modem Mdlabhum (Bankura in Bengal). 

5 For Rvahmottara see ViSvabharati PatrikS, Vol. IV. pp, 250ff. 

Shargava remains unidentified, 

Margava remains unidentified, 

4,6 (B.XLLL48, G.48% 
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Thc Panca la-M adl lyama Local Usage 

47-48. Countries such as Panclla, Surasena, Kasmira, 


Hastinapura, Valhika, Sakala*, Madra and Usinara which aic 
contiguous either to the Himalayas or to the Northern bank of 
the Ganges, take to the Pancala-madhyma Local Usage. 

49. In this Usage the Grand (sattvati) and the Violent 
(ardbhatl) Styles are known [to predominate]. The application of 
these [means] paucity of song and excessive movement and 
extraordinary Gaits and steps. 

The twofold entrance in observing Local Usages 

50. Going about on the stage in [observing] Local Usages, 
will be in two ways, viz. by entering from the right and by 
entering from the left. 

51. In the Avanti and the Daksinatya Local Usage the 
going about [on the stage] will be from the right, and in the Pancah 
and the Odhra-MagadhI it will be from the left. 

52. In case of the Avanti and the Daksinatya Local 
Usages the door to be used in entering should be the Northern 
one, while in case of the Pancall and Odhra-Magadlri Local Usages 
the Southern door should be used. 

53. But in view of the special assembly, place, occasion 


and expression of meaning these rules may be combined (lit. be 


made into one). 

54, Experts should apply to plays the Local Usages 
which have been prescribed before for different countries. 

55. In musical plays ( ganakadi ) these rules should be 
simplified. One should produce them (lit. practice those acts) m 
disregard of the multiplicity of Local Usages. 

47-48 (B.XIII.49-50, G.50-51). 1 The reading Salyaka of ^ 

may be a variant of Salvaka. As in the Pnranaa au exp 1 ^ ^ 

salvah sakalavasmah is met with. Siilvas or Salvakas might h» 
the name of a tribe residing in the ancient tfakala region. 

49 (B.XUI.51, G.49). 50 (B.XII1.52, G 52). 



51 (B.XIH.53, 0.53). 52 (B.XI1J.54. 0.54). 


1.X1II.57, G.58). 









215 


THE ZONES & TEE LOCAL USAGES 
The two general types of plays 

56. The production of a play in conformity with the rules 
of dramatic practice is of two types : delicate {mlamara) and 
violent (aviddlia). 

The violent types 

57-58- The play which requires violent (ar'uhllia) gestures 
and movements (ahyahara) to represent, cutting, picu.in 0 and 
challenging, and contains the use of magic and occult powers as 
well as artificial objects and make-up, and lias more men and less 
women [among its dramatis personae] and applies [in its production] 
mostly the Grand and the Violent Styles, is of the violent type. 

59. According to the [expert] producers, [plays of] the J )ima. 
the Samavakara, the Vyayoga and the Ihfimrga [classes] are 
known to be of the violent type. 

60. Production of plays of this type should he made by 
[an impersonation of] gods, Danavas and Raksasas who are majestic 
and haughty, and have herorism, energy and strength. 

The delicate type 

61. The Nataka, the Prakarana, Vitki and the Anka a re¬ 
plays of the delicate type, and they depend [for their production] 
[on an impersonation of] human beings only* 

The two Practices 

62. I shall now define (lit. relate the eharacteristcs of) the 
two Practices ( dharmi ) which have been mentioned before. 

The realistic Practice 

63-64. If a play depends on natural behaviour [in its 
characters] and is simple and not articial , and has in its [plot] 

56 (B.XHI59 ; G.59) 57 (B.Xm.60-61, G.60-61). 

59 (B.XII1.62, G.62). 60 (B.XII163, G.63). 

61 (B XIII.64? 0.64). 1 B. add3 live additional couplets after this. 

62 (B.X111.70, 0.65)* 1 For a discussion on Dharmis soe V . Rsiglm- 

van, ikf.ya Dharmi and Loka Dharmi (Idealism and Realism of Bharftta's 
•Stage), Journal of Oriental Researches. Mad> as, Vol. \ IT PP* 3/... 

63-64 (B.XIII.71-72, G.66-67). 1 Soe note 1 to JX. 1-3. 
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professions and activities of the people and lias [simple acting andJ 
no playful flourish of limbs and depends on men and women of 
different types, it is called realistic {Lokadharnii ) 1 . 

The conventional Practice 

65-136 If a play contains speech, activity, beings and 
states of the extraordinary kind, and requires acting with playful 
flourish of limbs and possesses characteristics of dance, and 
requires conventional enunciation, and is dependent on emotionally 
carried persons (lit.) characters it is to lie known as conventional 
(ncUyadharml) 1 . 

67. If anything used by (lit. among) people, appears 
(lit. set foot) 1 in a play (lit here) as endowed with a corporal 
from and speech 2 the practice is [also] called conventional 
(natyadharmi) 8 . 

68. [The practice in a play according to which persons are 
supposed] not to hear words uttered in proximity, or to hear what 
has not been uttered at all, is [also] called conventional. 

69. If objects like a hill, conveyance, aerial car, shield, 
armour, weapon or banner-staff are made to appear on the stage 
(lit. are used) in [human] form, it is known as an [instance of] the 
conventional Practice. 

7U. If after appearing in a role, one assumes a different 
role [in the same play], on account of his being an expert in 
both the cases or being the sole actor available for both the 
roles, it is known to be an instance of the conventional Practice. 

71. If after a person has been employed (lit, being) in the 
role of a woman for whom marital connexion with a particular 
character is forbidden by the Bastras, is made to appear in the 


65-67 ( B.X HI.75, G.70). 1 pndnm ; G. rends bhadram. 

3 murtimat sa/'hrbhdsam (B. murtimat subhilumm) 

3 An instance of this is the personification of the Bhramosapa in 
M.:iyapu9paka (Ag.). 

68 (B.XIII.76, G.7I). 1 Kor asannoktam, (1. reads atroktam ccnva. 

69(13X111.77, G.72). 1 G. omits two couplets (70 and 7L) after 

tills. 70 (B.X1H.78) 71 (B.XIH.79). 
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role of another woman with whom such connexion is permitted, it 
becomes an instance of conventional practice. The same will 
be the result if the situation in the above case is reversed. 

72. That, [in a play instead of simple walking] one dances 
or goes with graceful movement of the limbs as well as with 
similarly made steps is known as conventional Practice. 

73. If the [ordinary] human nature which has acts of 
joys and sorrows as its essence (lit. soul) is represented by (lit. 
combined with) [special] gestures it becomes [an instance ofj 
the conventional Practice. 

74. The Zonal division which includes (lit. depends on) 
many rules, is also [an instance of] the conventional Practice 

75. A play should always be produced with the conven¬ 
tional movement [of limbs], for without the [use of] Gestures [by 
the actors] no pleasure occurs [to the spectators]. 

70. All the States are natural to all [persons] and all the 
gestures [in connexion with them are used] from necessity 
( arthatah); [hence] a decorative movements of limbs [in producing 
a play] has been considered as [an instance of] the conventional 
Practice. 

77. So much about the Zonal Division, [the two] Practices 
and the [four] Local Usages. Experts in dramatic production 
should know these and put them properly into practice. 

78. I have described here the Histrionic Representation by 
means of the Sakha and the Angahara- I shall afterwards speak 
about such Representation depending on Words which consist of 
vowel and consonantal sounds. 

Here ends Chapter XIV of Bharata’s Natyasastra 
which treats of the Local Usages and the Practices. 


98 (B.X1II.80, 0.73). 
73 (B XIII.81, 0.74). 
n (B.XHI.82, 0.75). 
75 tR.XIII.84, 0.76). 
77 (KXLII.86, 0.78). 


1 B reads one additional couplet after this. 
1 B. rends one additional couplet after tlii«. 


76 (B.XlIt.85. 0.77). 
78 (B.X ili.87, 0.79), 
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10. These 1 [consonants] are to be classified into (lit. known 
as) voiced and unvoiced, velar, labial, dental, lingual (jihvya) 2 , 
nasal, sibilant, palatal and Visarjaniya. 

11 In these groups [of consonants] ga, gha, ha, ja, jha, 
n, da, dha, na, da, dha na, ba bha, ma, ya, ra, la and va are voiced, 
while ka, kha, ca, cha, ta, tha, ta, tha, pa, pha, 4a, sa, sa and ha are 
unvoiced. 

12-14. Ka, kha, ga, gha, and ha, are velar (kanthastha) 1 
ca, cha, ja, jha, na, i, i, ya and £a palatal, ta, tha, da, dha, na, r, 
ra, and sa cacuminal ( murdhanya), ta, tha, da, dha, na, la, and 
sa dental, pa, pha, ba, bha, and ma labial; a and lia are from the 
throat ytUrUhadha), o and au are throat-labial ([kanthyostha - 
dliana) 2 , e and ai, throat-palatal ( kntaha-talavya )■ 

14- 15. The Visarjaniya is from the throat, and ka and [kha] 
are from the root of the tongue 1 . The place of articulation for pa 
and pha are lips, and the same will be for the closed (avivrta) 
vowels u and u 2 . 

15- 16. [The group of sounds] beginning with ka and 
ending in ma are called stops (spared), Sa, sa sa, and ha are open 

10 (C.lOj B.XIV.13). 1 Read the first hemistich as 

a The jihvya does not seem to occur in any well-known grammatical 
work. This is perhaps synonymous with murdhanya ; for in the pro¬ 
duction of murdhanya sounds jihva (tongue) plays the most important part. 
The Taittiriya. Pr. describes the manner of their production as follows : 
Jihvagraia prativeslya murdhanita-vargasya (11.37). Curiously enough 
this term has never again been used in the NS. 

11 (0.11 j B.XIV.14). 

12-14 (C.l2-14a ; B.XIV.15,15 of p.230 and 16). 1 For different tradi¬ 
tional views about the places of articulation of consonants see PS. p. 62. 
Read lib as follows s — 

* Read 12a as follows :—vieuran: 

* Read 13b as follows JTWfaif rpur: JWi JjfvfWT $3i:. 

4 Read 14a as follows : v) v) wf^iawl wft V h ^ 

14- 15 (C,l4b-15a, B.XIV.16b-17a). 1 See note 1 to 12-14 above. 

3 Read I4b-15a, as follows : fallal I wit- 

15- 16 (C. 15b-16a, B.XIV.17b-18a), 1 C. samvrtah for samvrtajah . 
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{mvrta) while semivowels (cuitahHhi, ere closed (»«»'!»), 
ua* na, na and ma are nasal [sounds]. 

16- 17. Sa, sa, and sa and ha are sibilants (mman, lit hot) ; 

ya, ra, la and va are semivowels lit internum e), 

hka from the root of the tongue (jilivamultya) and hpa 10 m i 
Upadhma ( wpadlimaniya ). 

17- 18. Ka, ca, ta, la ami pa are [simply] uttered (si'ffl'ito), 
and kha, cha, tha, tha and pha are uttered [markedly] from he 
throat, and ga', gha, ja, jha, da, §ha, da, dha, and ba, bha from the 
throat as well as the breast (hartihorasya) 

13-19. The Visarjanxya should be known as a sound from 
[the root of] the tongue 1 . These are the consonants winch have 
been briefly defined by me. I shall now discuss the vowels with 
reference to their use in words. 

Vowels : their quantity 

20 ‘Of the above mentioned fourteen* vowels ten constitute 
homogenous pairs (smmrm), of which the first ones are short and 

the second ones long. 

The four kinds of word 

21. 1 Constituted with vowels and consonants [described 

above] the words include verbs (i aJchyata ), nouns (*»««)> l ' 00 * 
(dhatn), prepositions (tvpasarg*) and particles (■ nipata ), nomino 
affixes (taddhita), euphonic combinations (sandhi) and 
terminations ( viblialcti ). ____ 


16-17 (C.16b-17a ; B.XIV.lSb 19a). 

17 18 (C 17b-18a, B.XlV.19b-20a). 1 Read this couplet as tollows f 

18-19 (C 18b-l9; B.XlV.20b-2l). 1 See note 1 to 12-14 arnt. 
Read 19b as follows : Wf _ See the foot-note m B. 

under B. 20b. . .. v 

20 (0.80; RXIV.22b.2Sa>. ' B. read. one additional hcn.sttcl, 

(B 22a), before this. 

3 About the number of vowels see 8 note 1 above. 

21 (0.21; B. foot note 4 in p. 2B1)- 










CHAPTER FIFTEEN 
RULES OF PROSODY 
The actor’s speech 

1. 0 the best of Brahmins, I shall now speak about, the 
nature (lit. characteristics of) the Verbal Representation which 
has been mentioned before 1 and which relates to (lit. arises from) 

vowels and consonants. 

Importance of speech in drama 

2. One should take care of words 1 . For these are known 
as the body of the dramatic art (naija). And Gestures, Costumes 
and Makeup and the Temperamental (sat'vika) acting [merely] 
clarify the meaning of words. 

3. In this world (lit. here) the Pastras are made up of words 
and rest on words; hence there is nothing beyond words, and words 
are at the source of everything 1 . 

4. The Verbal representation is related to [a knowledge 
of 1 nouns (nOma), verbs {aJchyta), particle (nipMa), preposi¬ 
tion ( ivpasarga :), nominal suffix ( taddhitd ) compound wouL 
(samasa), euphonic combination (» mndlii) and case-endings 

( vibhakti ). 

The. two kinds of recitation 

5. The Recitation {yUhya) [in a play] is known to be 
of two kinds : Sanskritic and Prakritic. I shall speak of their 
difference in due order. 


1 (C.l- B.XIV.l). 1 For the four kinds of Histrionic Representation 
which includes the Verbal one see NS. VI. 23. 

2 (C.L; B.JOV.2). 'This rule applies to the actors as weU*S ¥ 

the playwright. On this Ag. says: wifw ^ ^ " 

n&i psrtwrM . 

3 (0.3; B.X1V.8). 'This view is also held hy lihatd’ai' 

Btilj A.C.) in his Vakyapadivit (Agaraakanfja). See B. p. 224, loot 

4 . (0.4} B.X1 V 4). 5 t0.5; B.X1V.5). 












yxv. 9 ] 


RULES OF PROSODY 


249 


Different aspects of Recitation 

6-7. [They consist of] vowels, consonants, euphonic combi¬ 
nation, case-endings, nouns,' verbs, prepositions, particles and 
nominal suffixes. The Sanskritic Recitation is characterised by [a 
due regard to] these aspects and compound words, and includes 
various verbal roots 1 . Now listen about its application. 

The speech-sounds 

8 The fourteen sounds beginning with a and ending in 
au, are known as vowels, and the group of sounds beginning with 
ka and ending in ha are known as consonants. 

Yowles are fourteen in number 1 . A, a, i, I, u, u, r, r, 1. 1, 
e > ai, o and au are to be known as the vowels. 

The group of letters beginning with ka, are consonants. Ka, 
kha, ga, gha, 2a f ca, elm, ja, jha, ha, fa, tlm, da, dim, na, ta tha 
da, dha, na, pa, pha, ba, bha, ma, ya, ra, la, va, sa, sa sa and ha 2 3 * * * * 
[constitute] the group of consonants 8 . 

Consonants • their articulation 

9. The first two sounds of each group [of the stop 
consonants] are known as unvoiced ( aghosa ) and the rest [of the 
group] are called voiced (< ghosa ). 


6-7 (C.6-7; B.XIV.6-7). 1 Road nanadkat u-samax ray am, C. 

8 (C.8; B,X1V«8). 1 Different Siksas and Prutisakhyas enumerate 

Vowels differently. According to the PS. they are 22 in number, while the 
Atharva, Taittirlya, and Vujasnnoyl, Pratisfikhyns ancl the Uktautra 
Vyakarana (Samavcda Pr.) give their number respectively as 13,13, 16, 
^3 and 23. See PS. (ed. Manomohan Ghosh) p.51. 

2 PS. counts anusvara , visarga, jihvi'mttliya and npadhmaniya 
Hni ong consonants. See ed. Gliosh, p. 50. 

3 B, reads after this a couplet (B. 10 ) from PS. see tbtd } p. 59. Not 
°ccui*ri n g in most of the mss. this may be taken as spurious, lliis is 

followed in B. by a prose passage which also seems to bo spurious. 1 he 

ig our vi( i w about the couplet B.ll which follow this prose passage. 

^ he substance of this couplet (B.ll) occurs in 9 below* 

9 (C .9 ; B.XIV. 12 ). 1 In C. this couplet occurs after 8 and before 

the prose passage that follows it. 

32 
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llie characteristics of vocables have been mentioned in 
detail by the ancient masters. I shall again discuss those charac¬ 
teristics briefly when an occasion will arise 1 . 


The noun 

n0lln has its functions detennined by the case- 
endings such as su and the like, and by special meanings derived 
therefrom 2 ; and it is of fave 3 kinds and has a basic meaning 
{pi'Utipadikarika) and gender 4 . 

24. It (the noun) is known to be of seven 1 classes and 
has six cn es, and [sometimes] it is well-established ( prathita ) 2 and 


22 (C.22; B. foot-note 5 in p. 231). 

23 (C.25; B XIV.28). 1 This couplet lias evidently been misplaced 

in 0. as well as B. Begin it as smdyadya 0 . 

_ 1 * ie second hemistich should be emended as follows ; sTfhqifeqn^fsrif- 

ViP qq qq me jq<p (inss.fstrgitf, ). 


. I'be li\ o kinds of nouu have boon enumerated as follows: 

. l5r ^ 1 ^ ^ ^ qw qgPni sum ii Goyicandra, Samksip- 

tasara-vivarana (Ref. Haidar, Itihasa, p. 174 ). ‘ ' 


( . * A Jr '? !l d!ffercuco of opinion about the number of basic meanings 

,. nt ! . a 1 ar ‘ l<l \ word. According to Paniui they are-two : chareteris- 
I a (j(di) and object ( dravya ). Katyayana adds one more to the 

. wuichis gendei ( likga ). But Vyaglirapat—a rather less known 
ancient authority—took their number to be four. Accordiug to him they 
are : characteristics of a species, object, gender and number (sainkhya). 
I afanjah however considered them to be five in number, e.g. characteristics 

Ol: a species, object, gender, number and case (karaka). (Haidar, Itihasa 

p. 447-48. 


24 (C.23; B,XIV.25b-26a). 'The seven classes probably relate to 
tiio seven groups of case-endings, 

J hr words prathita and sudhya as grammatical tei’ms are 
scarcely well-known. Prathita seems to relate the well-known words 
as a whole, which cannot be conveniently analysed into component parts. 
( jjadi derivation should in t! is connexion be considered m the most 
artificial). It may be in contrast to these that tin- words which can be 
uilt up fiom the verbal roots and affixes etc. are known as sadhya (to 
be made). Those two terms may therefore be taken as synonymous with 
rfaiha and yangika respectively. 
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[sometimes] is to be constituted ( sadhya ) 2 [and when combined 
with different case-endings] it may implyIjndication ( nirdesa ) 3 , 
giving to (sampmdana), taking away (apadana) and the like. 

25. A The verbs relate to actions occurring in the present and 
the past time and the like ; they are sometimes well-established 
{prathita ) 2 and sometimes to be constituted {sadhya) 2 , are distin¬ 
guished and divided according to number and person. 

The verb 

26. [A collection of] five hundred roots divided into twenty- 
five classes are to be known as verbs (aJchyata) in connexion with 
the Recitation, and they add to the meaning of the nouns * 1 . 

27. Those that upasrjanti (modify) the meaning of the 
Ver bal roots in connexion with the meaning of basic words 1 are for 
that [very] reason called upamrga (preposition) in the science of 
grammer (samxkara-sqstra). 


6 Ntrdesa seems to to relate 'nominatives ; for it is one of the 
Meanings of the case-endings. Enumerating these some grammarian says : 

i fwiqnf; : (Haidar, 

ftihasa, p. 170). 

25 (0.24; B.XIV.26b and cf. 29b). 1 Read the couplet as follows :— 
B. 27a seems to be corrupt and redundant. 

2 In case of verbs prathita seems to relate to irregular froms like 
&a$ya in place of dr8, and sadhya to regularly constructed ones. See 
H lso note 1 to 24 abeve. 

26 (C.26a; B.X1V. 27b, 29a). 1 C. omits 26a and gives only 26b 

tV ^ 0. 26a. There are different, number of roots in lists (Dhatupatha) 
attached to different grammatical works. It is not known which give 

number as five hundred. Dhanapala (970 A C.), in his commentary 
Jaina Sakatay ana's Dhatupatha says on the subject as follows : 

^ i *rwi: wmw: ii (Ref. Haidar, 

Ifihasa, p. 44). Verbal roots are divided according to Panini into ten classes 
( £ana). Their division into twentyfive classes does not seem to occur in any 
^U-knowu work. 

. 27 (C.26, B.XIV .HO). 1 This definition of the upasarga follows 

^^katayanas view on the subject as expressed in the Nirukta Q 1.3-4). 
According to this authority upasargas liavn uo imiepondant meaning and 


<SL 
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THB N AT Y AS ASTRA 
The particle 

28. 1 As they nipatanti (come together) with declined words 
( pacla) to strengthen their basic meaning, root, metre 2 or etymo¬ 
logy*, they are called nipataa (particles). 

The affixes 

29. 1 As it distinguishes ideas (yratyaya) and develops the 
meaning [of a root] by intensifying it or combining [it with 
another] or [pointing out] its essential quality (tsattva), it is called 
yratyaya (affix). 

The nominal affix 

30. x As it develops the meanings [of a word] by an elision 
[of some of its parts], a seperation of its root and affix, or their 
combination and by pointing out the abstract notion [indicated by 
if], it is called taddhtia (nominal affix). 

they are merely auxiliary words modifying the meaning of the verbal 
roots. On the different ways in which such modification takes place 
one grammarian says : sfafsRfb i 

Haidar, Itihasa, p. 346). 

28 (C27-. B.XlV.31). 1 According to Panini indeclinables ( avyaya ) 

of the ca-group are particles (niputa). See I* 5.57. According to 
Pataiijali nip at as do the function of case-endings and intonation (svara— 
pitch accent). He says : faflfsfiEKflhwfNiT* fh<mmnr:...(on P.III.4.2). 

The author of the Kafiika too accepts this view in his comments on P I- 4.57. 

2 Ca, vai, tit, and hi are instances of such nipatas, 

* It is not clear now nipatas, strengthen the etymology given 
here. Probably the reading here is corrupt. 

29 (C.28; B.XIV.32). 1 Such an elaborate definition of the pratyaya 

doc3 not not appear to occur in any oxant grammatical work. Ag. 
seems to trace it to the Aindra school of grammarians. The meaning 
of the definition is not quite clear. According to the common inteipie- 
tation the pratyaya means that which helps to develop a meaning from 
root ()• 

30 (0.29; B.XIV.33). 1 This definition of the taddhita does not 
seem to occur in any well-known grammatical work. It describes the 
processes through which the taddhita suffix will transform a word. 
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The case-ending 

31. As they vibhajanti (distinguish between) the meanings 
of an inflected word or words with reference to theii loots oi & enc , 
they are called vibhahti (case-endings). 

The euphonic combination 

32- Where separated vowels or consonants sandUyate 
(combine) 1 - by coming together 2 (yogatah) in a woid oi woids it i. 
called [an instance of] sandhi (euphonic combination). 

33. As due to the meeting of two sounds (lit. letters) or of 
two words, their sequence (kravia) 1 - sandluyate (result in a combi 
nation), it is called sandhi (euphonic combination). 

The compound words 

34. The Samasa (compound word) which combine 1 many 
words to express a single meaning and suppresses affixes, has been 
described by the experts to be of six kinds such as Tatpurusa and 
the like. 


31 (C.30-. B.XIV.34). 1 This definition— follows the etymological 

sense of the term (< vibhakli ). Durgasimha of the Kalapu school says 
the case-endings are so called because of their giving distinctive meaning 
to a word (*rer« See Haidar, Itihasa, p. 169). 

32(B.XIV.B5) C. omits this. Read inslista for vtsista. I he 
sandhi is strictly speaking, not merely a combination of two sounds (vowels 
or consonants), in a great number of cases their mutual phonetic m uenct 
constitutes a sandhi. This is of five kinds, and relate to savara-s, 
vyanjana-s, prakrti-s, anusvara-s, and visarga-s. 

» This ‘coming together’ depends on the shortness of duration which 
separate the utterance of the two sounds. According to the ancien 
authorities sandhi will take place when this duration will not be more 
than half a malm. It is for this reason that the two hcmistichs in a 
couplet are never combined. 

eftq; ( (Haidar, Itiliasa p. 166). 

33 (C.31; B.X1V.36). 1 0. reads 8Sa, as WW 

34 (0.82; B.XIV.37). 1 Reads samharat samaso’pi (B.) for samha- 

ranti samksepht (0 ). 
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35. Observing such rules of grammar (sabdn-vidhann) one 
should compose series of inflected words (pada) combined in verse 
or in prose, which have the quality of suggesting extensive meaning 
(lit. extensiveness ) x . 

Two kinds of word 

36 Padas are inflected words 1 and are of two kinds, viz. 
those used in verse, and those in prose, Now listen 2 [first] about 
the characteristics of words used in prose. 

Words in prose 

37. Words used in prose are not schematically combined,have 
not the number of their syllables regulated, and they contain as 
many syllables as are required to express the meaning [in view] 1 . 

Words in verse 

38 Words used in verse consist of schematically combined, 
syllables which have caesura and stops 1 and which have their 
number regulated 2 . 

Syllabic metres 

39. Thus arises a Rhythm-type (chandas) called Vrtta 
( syllablic metre ) made up of four feet 1 which expresses different 
ideas and consists of [short and long] syllables. 

• Rhythm types 

40. Rhythm-t vpes in feet are twenty-six in number. 
Syllabic metre-; with these Rhythm-types arc of three kinds, viz. 
even (sama) } semi-even ( ardha-sama) and uneven {I'isama). 

35 (C.3‘3; B.X1V.38). 1 Read the couplet as follows:—Sfal spsPref*! 

fwwwwrorop: i tr*TOr; *r. 

36 (0.34; iJ.XIV.39). 1 C. vibkajykapadam for vibhaktya?itarn ; 0. 

bakir-bodhata for samvihodkaia. 

37 (0.35; B.XIV.40). 1 B. anibaddhapadam .chandas for anibad- 

dhapadavrnda ; ( arikopcfaafaarayutam and B. °syutam for 
arthapcksyaharayulam. 

38 (0.36; B.X1V.41) 1 0. padacche la for yaticcheda, 

39 (0.37; B.XIV.42). 1 B. pramana-niyatatmakain for pravuwa- 

ntyaiaksaram ; Read pudair-varnair for Padairvarnair . 

40 (0.38 ; B.XIV.43). 
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41-42. This Rhythm-type which assumes the form of 
different syllabic metres, is the body of words, lheie is no 
word, without rhythm and no rhythm without word. Combined 
with each other they are known to illuminate the drama. 


Twentysix Rhythm-types 

43-49. [The Rhythm-type] with one syllable [in a foot] is 
called XJktn, with two syllables is Atyukta, with three syllables 
Madhya, with four syllables Pratistha, with live syllables Supia- 
dstha, with six syllables Gayatri, with seven syllables Usnik, with 
eight syllables Anustup, with nine syllables Brhati, with ten syllables 
Pankti, with eleven syllables Tristup, with twelve syllables Jagati, 
with thirteen syllables Atijagati, with fourteen syllables Bakkari, 
with fifteen syllables Ati&tkkari, with sixteen syllables Asti, with 
seventeen syllables Atyasti, with eighteen syllables Dhrti, with 
nineteen syllables Atidhrti, with twenty syllables Jvrti, with 
twentyone syllables Prakrti, with twentytwo syllables Akrti, with 
twentythree syllables Vikrti, with twentyfour syllables Satpkrti, 
with twenty five syllables Atikrti 1 , and with twentysix syllables 
XJtkrti. 


Possible metrical patterns 

49-51. Those containing more syllables than these are 
known as Mala-vrttas. And the Rhythm-types being of many 
different varieties, metrical patterns according to the experts aic 
innumerable. The extent of these such as Gayatri and the like, is 
being given [below] But all of them are not in use* 

51-76. [Possible] metrical patterns of the Gayatri [type] 
are sixtyfour, of the IJsnik one hundred and twenty-eight, of the 
Anustup two hundred and fiftysix, of the Brhati five hundred 
and twelve, of the Pankti one thousand and twentyfour, of the 
Tristup two thousand and forty-eight, of the Jagati four thousand 


41-42 (C.39b-40; RXlV.«14b-45). 

43-49 (C.4l-47a ; B.XIV.46-52a). 1 also called abhikrti. 

49-51 (C.47b, 58b-59a, B.XlV.52b-54a). 1 These experts are mathe¬ 

maticians like Bhaskaracarya. Sec Litavati, section 84, (ed Jivananila, 
1>. 50). 51-76 (C.59b-80a ( B,XlV.54b-79>. 


33 
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and ninetytwo, of the Sakkari sixteen thousand three hundred 
and eighty-four, of the Atigakkan thirtytwo thousand seven hundred 
and sixty-eight, of the Asti sixtyfive thousand fiive hundred 
and thirty-six, of the Atyasti one lac thirty one thousand and 
seventy-two, of the Dhrti two lacs sixty-two thousand one hundred 
and forty-four, of the Atidhrti five lacs twenty-four thousand 
two hundred and eighty-eight, of the Krti ten lacs forty-eight 
thousand five hundred and seventy-six, of of the Prakrti twenty 
lacs ninety-seven thousand one hundred and fifty-two, of the 
Akrti x forty-one laes ninety-four thousand three hundred and four, 
of the Vi krti eighty-three lacs eighty thousand six hundred and 
eight', of the Sam krti one crore sixty-seven lacs seventy-seven 
thousand two hundred and sixteen, of the Abhikrti (Atikrti) 
three erores thirty-five lacs fifty-four thousand four hundred and 
thirty-two, of the Utkrti six erores seyenty-one lacs eight thousand 
eight hundred and sixty-four. 

77-79. Adding together all these numbers of different 
metrical patterns we find their total as thirteen erores forty-two 
lacs .seventeen thousand seven hundred and twenty-six. 1 

Another method of defining metres 

79-81. I. have told you about the even metres by counting 
[their numbers]. You should also know how the triads which 
make up the syllabic metres. Whether these are one, twenty, 
thousand or a crore, this is the rule for the formation of all the 
syllabic metres or metres in general. 

81-82. Triads are eight in number and have their own 
definitions. Three syllables heavy or light, or heavy and light 
make up a triad which is considered a part of each metrical 
pattern. 

1 Slokas giving the numbers of metres of the akrti, vikrii, samkrtt, 
abhikrti ( atikrti ) and utkrti classes seems to be corrupt in 0, 

77-79 (C.80b-82a;B.XlY.80-82a). 1 Readings of B. and 0. do not 

literally agree* 

79-81 (C.82-84a; B. foot note 4 in p. 241). 1 C, omits 79b- 

81-82 (C.84b-85; B.XIV.88b-84). 
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83-84. [Of these eight triads] bha contains two light 

syllables preceded by a heavy one ( 111,1 ^ llce 

syllables (-), ja two light syllables separated by a heavy 

syllable („ _ „), sa two light syllables followed by a heavy syllable 
{yj yj —) ra two heavy syllables separated by a light one (— o ), 
ta two heavy syllables followed by a light one ( i 11 

heavy syllables preceded by a light one and (\j )> na 

hght syllables (yj yj ^). 

85- 80. These are the eight triads having their origin in 
Brahman. For the sake of brevity or for the sake of metre they 
are used in works on prosody, with or without [inherent] vowc s 
(i. e. a y 

86- 87 A single heavy syllable should be known as ga and 

such a light syllable as la. 

Separation of two words [in speaking a verse] required by 
rules [of metre] is called caesura ( yati )• 

87- 88. A heavy syllable is that the which ends in a long or 
pvolated ( yluta) vowel, Anusvara, Visarga oi comes aftei a con 
junct consonant or sometimes occurs at the end [of a hemistic i.. 

88- 89. Rules regarding the metre, relate to a regular 
couplet (sampat), stop, foot, deities, location, syllables, colour, ptc 
and hyper-metric pattern. 

The regular couplet 

89- 90. A couplet in which the number of syllables is neither 
in excess nor wanting is called a regular one ( cunpat). 

The stop 

90- 91, The stop ( virama ) occurs when the meaning has 

been finally expressed. __ _ 


83-84 (C.86-87; B.XIV.85-86). 

85- 86 (C.88-89a; RX1V.87, 881)). 
hemistich between 85b and 86a. 

86- 87 (C.89b-90a ; B.X1V.89). 

87- 88 (C.90b-9la; B.XTV.90). 

88- 89 (C.48; B.XIV.102). 

90-91 (0.50; B.XIV.104). 


B. reads one additional 


89-90 (C.49, B.XIV.103). 
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The foot ( pada ) arises from the root pacl, and it means one 
quarter [of a couplet]. 

The presiding deities of metres 

91-92. Agni and the like presiding over different metres are 

their deities. 

Location 

Location is of two kinds, viz, that relating to the body and 
that to a [particular] region. 

Quantity of syllables 

93. Syllables are of the three kinds, viz. short, long 
and prolated ( pluta ). 

Colours of metres 

Metres have colours like white and the like. 

Pitch of vowels 

94- 9o. The pitch of vowels is of three kinds, viz. high, low 
and medium. I shall speak about their character in connexion 
with the rules of Dhruvas Rules [about their use] relate to the 
occasion and the meaning [of thing sung or recited]. 

Three kinds of syllabic meters 

95- 97. Syllabize metres are of three kinds, viz. even (noma), 
semi-even (ardka-sama) and uneven visama). 

If the number of syllables in a foot of any metre is diffident 
or in excess by one, it is respectively called Nivrt or Bhurik. If the 
defidency or excess is of two syllables, then such a metre is respec¬ 
tively called either Svarat or Virat. 


9]-92 (C.51; B.XIV. 105). 

93 C.53b-54a, B.X1V. (lo7b-10Sa). This couplet is preceded by in B. 
three liemist inks which do not occur in some versions, and which seem to be 
irrelevant. 94-95 (C.5nb-54u, B.XlV.108b-109). 

4*5-97 (C'.54h-58a, B.XIV. 110412a). 
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93. 


All the syllabic metres fall into three classes such as 


divine, human and semi-divine. 


99. Gayatri, Usnik, Anustup, Brliati, Tristup and Jagati 
belong to the first or the divine ( divya ) class. 

100. Atijagatl, Sakkari, AtL4akkari, Asti, Atyasti, Dhrti and 
Atidhrti belong to the next (i.e. human) class. 

101. Krti, Prakrti, Vyakrti (Akrti), Vikrti, Samkrti, 
Abhikrti (Atikrti) and Utkrti belong to the semi-divine class 1 . 

102. O the best of Brahmins, now listen about the metrical 
Patterns which are to be used in plays and which are included in 
the Rhythm-types described by me 1 . 


Here ends Chapter XV of Bharata’s Natyasastra 
which treats of the Rules of Prosody. 


98 (C.91b-92a, B..XlV.112b-113a). 

99 (C.92b-93a, B.XlV.113b-114a). 

100 (93b-94a, B.XlV.ll4b-115a). 

101 (C.94b-95a, B.XlV.115b-ll6a). 1 The seventeen couplets after 

this (C. 10la-11B.X1V, ll6b-132a) seem to be spurious. For a discus¬ 
sion on this point see the Introduction. 

102 (0.118-119, B.X1V, 13 >134). 1 Some versions of the NS. read 

this couplet as the beginning of the next chapter. 





CHAPTER SIXTEEN 
METRICAL PATTERNS 

Tanu-madhya 

1. 1 * Tanu-mdhya is a variety [of metres] of the Gayatrl 
class. [In each of its feet] the first two and the last two syllables 
are heavy 3 4 . 

Example ; 

2- santyakta-vibhusa bhrastanjana-netra I 

hastarpitaganda kim tvam tanu-madhya II 

O fan- lady (lit. slim-waisted one), why 1 have you cast off 
your ornaments) why are your eyes without collyrium and why are 
you resting the cheek on the palm of your hand ? 

Makar aka-6ir§a 

3. [Of the same class is] Makaraka-^irsa which has [in 
each of its feet] the first four syllables light and the last two 
heavy 1 . 

Example: 

4. svayam upayantam bhajasi na kantam I 

bhayakari kim tvam makaraka-^irsa II 

You are not greeting the beloved one who has come to 
you of his own accord O terrible one, why 1 are you so dull¬ 
headed 3 


1 (C.2, B.XV.2). 1 This is preceded in B. and C- by a couplet 

•which rightly belongs to the Chapter XV. (XTV. in B.) 

a Scheme (-- - -). The definition of this metre is also its 

example though an independent example also follows. Such is the case 
with many other metres defined in the NS. 

% (0.8, B.X.V.3). 1 Kim tvam —why (are) you..? Cp. Kim 

a karat) am eva darianam rat aye na diyate, Kumar. IV. 7. 

3 (C.4. B.XV.4). 1 Scheme (uuu.v- -). This is called Sa&vadanii 

by Pr. P- Vr. R. and Srv. 

4 (C.5, B.XV.5). 1 See above 2 note 1. 

- Makarakai M ra —having a head (i,c. brain) like that of a tnakara ■ 
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5. [The metre with] the feet of six syllables of which the 
second and the fifth are light and the rest heavy, is called 
Malati 1 . 

Example: 

6. Sobhate baddhaya satpadaviddhaya l 

malatimalaya manini lilaya II 

The offended woman wearing the Malati garland in which 
the bees are clinging looks charming. 


Malini 

7. [The metre with] the feet of six syllables of which the 
second one is light [and the rest heavy] is called Malini. 1 

Example : 

8. snana-gandha-sragbhir vastra-bhusayogaih I 

vyaktam evaisa tvam malini prakhyata ll 

By your perfumed bath, [wearing of] garlands, [good] dross 
and ornaments you are clearly recognised as the wife of a garland- 
maker. 

Uddhata 

9. [The metre with] the feet of seven syllables of which 
the second, the fourth and the fifth are light [and the rest heavy] 
is called Uddhata 1 . 


The allusion is perhaps to the foolish makara in the Vanara-makam-katha 
in the Pancatantra. IV. which really believed that the monkey had left 
its heart behind in the tree on the river-bank. Hence I translate the 
word as ‘'dull-headed one.” 

5-6. (B.XV.9-10). 1 Scheme (- U - kj -) C. omits this metre. 

7 (C.6, B.XV.6-7). 1 Scheme (- u -). This is quite different 

from the metre Malini defined by Piiigala and his followers. The NS. 
C! dls this second Malini (with 15 syllables in each pada) Nandiinukhi. 
See below 73-74. 

8 (C.7, B.XV.8). 

9 (C.8, B XV.11-12). 1 Scheme (- u -). 

10 (C.9, B.XV.1S). 
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10. danta-kunta-krt£nkam vyakulalaka-^obham l 


samsativa tavasyani nirdayayam rata-yuddham II 

"i our face which bears the marks of spear-like teeth [of the 
beloved] and is strewn over with your dishevelled hair, indicates 
indeed an unrelenting fight of love. 

Bhra m ara-mal ikii 

11. [The metre with] the feet of seven syllables of which 
the first two and the last two are heavy [and the rest light] is 
called Bhraraara-malika 1 . 

Example: 

12. nana-kusuma-citre praptc surabhi-mase I 

esa bhramati matta kante bhramara-mfila II 

O beloved one, this being the month of Caitra which is 
varigated with different flowers, cluster of bees are flying about 
intoxicated [with their smell]. 

Sirpha-lekha 

> 13 - [The metre with] the feet of eight syllables of which 
the first, the third, the fifth, the seventh and the last [the eighth] 
are heavy [and the rest light] is called Simha-lekha 1 . 

Example :— 

11 yat tvaya hy aneka-bhavais cestitam rahah sugatri i 
tan tnano rnama pravistam vrttam atra simha-lekham il 

That you have planned the love’s embrace in various ways, 
O fair-limbed one, has been inscribed in my mind with the scratch 
of a lion’s claws 1 . 

Matta-cestita 

15. [The metre with] the feet of eight syllables of which the 


11 (C.IO, B.XV.14-15). 1 Scheme (- - U» v/ u - ). 

12 (0.11, B.XV.16). 

IS (C.12. B.XV.19). 1 Schema (- vj - «. j, - -) C. gives the 

name as Simhalila. 

14 (0.13, B.XV. 17-18). 1 The translation follows Ag. 

15 (0.14, B.XV.20, 21). 1 Scheme (\j - \ u -). Tnis’ metre 

is narnetl as Pranmnikn. in Pr. P, 
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second, the fourth, the sixth and the eighth are heavy [and the rest 
%ht] is called Matta-cestita. 1 

Example: 

16. caravaghurniteksanara vilambitakulalalcam I 
asamsthitaih padaih priya karoti matta-cestitam II 

The beloved one with her eyes restless and rolling, hairs 
hanging down dishevelled, and footsteps unsteady, is behaving like 
,l person who is intoxicated. 

Vidyul-lekha 

17. [The metre with] the feet of eight syllables of which all 
aie heavy, is called Vidyul-lekha. 1 

Example : 

18 . 

sambho-bharair annrdndbhih syamambhodair vyiipte vyomni I 
adityumsu-spardhiny esa diksu bhranta vidyul-lekha II 

The sky being overcast with dark clouds which are roaring 
atl( l are laden with masses of water, a flash of lightning which 
ri vals the sun-beam is running in [different] directions. 

Citta-vilasita 

19. [The metre with] the feet of eight syllables of which 
the fifth, the seventh and the last are heavy [and the rest light] 
* s called Citta-vilasita. 1 

Example : 

20. smita-vasa-viprakasair dasana-padair amlbhih l 
varatanu puma-eandram tava mukhara avrnoti H 

O fair lady (lit. fair limbed one) 1 , your face with the teeth 

16 (C.15, B.XV.22). 

17 (C.16, B.XV.23, 24). 1 Scheme (- , -, —). B. gives 

the name as Vidyun-mala. This is the name in Pi again and Sr. B. 

18 (C.17, B.XV.25). 

19 (B.XV.26). . 1 Scheme (u vj u, yj - \j, - -). 0. omits this metro. 

20 (B-XV.27). 1 This mode of addressing a beloved womnn is ns old 

88 the time of Patofijali who quotes the fragment of n poem ns follows: 
Va ratanu sampraoadanti kukkutiih (Rpf, Apte’s Guide to Skt. ? 319). 

34 
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revealed on account of your smile, outshines (lit. covers) the full 
moon. 


Madhukarl 

21. [The metre which has] the feet of nine syllables of which 
the last three are heavy [and the rest light] is called Madhukarl. 1 

Example : 

22. kusumitam abhipafxyanti 

vividha-taruganai^ channam I 
vanam ati&iya-gandhadhyaip 

bhramati madhukarl hrsta II 

Seeing the woodland covered with various trees full of 
flowers and rich in exuberence of [pleasent] odour, the female 
bee is flying about in delight. 



Kuvalaya-mala 


23. [The metre which lias] the feet of ten syllables of which 
the first and the last three are heavy [and the rest light] is called 
Kuvalaya-mala 1 . 

Example : 


24. asmims te sirasi tada kante 

vaiduraya-sphatika-suvarnadhye I 
6obham svam na vahati tam 

baddha suslista kuvalaya-mtleyam II 
O dear one, this well-made garland of Kuvalaya 1 flowers 
fastened at that time on your head which has been richly decorated 
with lapis lazuli, quartz and gold, does not bear [any more] its 
naturalbeauty. 

Maylirasarim 


25. [The metre which has] the feet of ten syllables of 

21 tC. 18 . B.XV.28, 29). 1 Scheme u u U, \J u U, -). This 

metro is called BhujagaAisubln/ta ( 0 ytttS, vrta) by Pin gala mid his followers. 

22 (C.19, B.XV.30). 

21 (r.20, B.XY.31, 32). 1 Scheme (-, U U u, u - -). This 

is called Pnnava by Piiigala and his followers. 

2<t (0.21, B.XV.83). 1 Kuvalaya is a blue aquatic flower of tho 

of the lotus olass 25 (0.82, B.XV.84, 85), 
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which the second, the fourth, the sixth and the eighth are light 
[and the rest heavy] is called Mayurasarini 1 . 

Example : 

2G. naive te’sti samgamo raanusair 

nasti kamabhoga-cihnam anyat I 
garbhiniva drsyase hy anarye 

kim mayura-sarini tvam ovam II 
O ignoble one, you have no union with men, neitkei have 
you any sign of love’s enjoyment. Still you look like one who 
enceinte . You indeed behave like a pea-hen. 1 


Dodhaka 

27. [The metre with] the feet of eleven syllables of which 
the first, the foui’th, the seventh the tenth and the last are heavy 
[and the rest light] is called Dodhaka. 1 

Example : 

28. praskh al i tag rapada-pra viearam 

m atta-vigh urnita-g&tra- v ilasam I 
pasya vilasini kunjaram etam 

dodhaka-vrttam ayam prakaroti 11 

O merry lady, look at this elephant which with it* labeling 
steps of the front legs, and with the body playfully moved about 
Us if i n ] intoxication, is imitating the manner of a calf (?) 1 

Motaka 

29. [The metre with] the feet of eleven syllables of which 
the first two, fifth, the eighth, and the last are heavy [and the 
fest light] is called Motaka. 


* Scheme - -). 1 Tihgala gives the mime as 

^layrirasa 0 aud so does Vr. R. 

8« (C.23, B.XV.36). 1 This relates the belief that the pea-fowls' 

s °Xiiul union take place in complete seclusion. 

27 (0.24, B.XV.87, 38). ’ Scheme (- x. v», - v '>> " u o, - ")• 

28 (0.25, I1.XV.39). 1 We are not sure of the meaning of the word 

dodhaka. Ag. writes dodhakena gtyamhnam vdtam dodhaka-vi ttam. 

29 (0.26, B.XV.4U). 1 Schemo (- U, v> -- U, u -)• This is 

•aimed as Motauaka by Gaiigadasu in Oh. M. 
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Example : 

BO. eso’inbuda-nisvana-tulya-ravah 

ksibah skhalamana-vilamba-gatih I 
ikutva ghana-garjitam adri-tate 

vfksan prati motayati dviradah ll 

This elephant hearing the clouds roaring in the mountain 
valley, is trumpeting in excitement as loudly as the [rain] clouds 
and is rushing with faltering steps to the trees. 

Indra-vajra 

31. [The metre with] the feet of eleven syllables of which 
the third, the sixth, the seventh and the ninth are light, [and 
the rest heavy] is called Indra-vajra * 1 . . 

Example : 

32. tvam durniriksya duratiprasada 

duhkhaika-sadhya kathinaika-bhava I 
sarvasv avastkasu ca kama-tantre’ 

yogyasi kim va bahuneftdravajra II 

You are hard to be looked at, difficult to be pleased and won 
over, and you have an unmixed ( lit, one ) hard feeling, in the 
practice of love, you are unfit ( aijogya) at every stage ; and in short 
you are [like] the thunder-bolt of Indra. 

Upendravajra 

33. [The metre with] the feet of eleven syllables of which 
the first, the third, the sixth, the seventh, the ninth are light [and 
the rest heavy] is called Upendravajra 1 . 

Example: . 

34. priye slriya varna-visesanena 

smitena kantya sukumar-bbavat I 
ami guna rupa-gunAnurupa 

bhavanti te kim tvam upendravajra II 


30 (C.27, B.XV.41). 

31 (0.28, B.XV.42). 

32 (0.29. B.XV.43). 

33 (0.30, B.XV.44). 

34 (0.31, B.XV.45). 


1 Scheme (- - u, u - U, - ). 

1 Scheme (u - u, — u, o - u, * ")< 










O beloved one, due to your beauty, the special colours 
[of your dress], smile, grace and delicate bearing, these qualities 
of yours have matched the qualities of the [beautiful ] foim. Aie 
you the bow of Indra ? l 

Rathoddhata 

35. [The metre with] the feet of eleven syllables of which 
the first, the third, the seventh, the ninth and the last are 
heavy [and the rest lightj is called Rathoddhata 1 . 

Example : 

36. kim tvaya subhata dura-varjitam 

natmana na suhfidam priyam krtam I 
yat palayana-parayanasya te 

yati dhulir adhuna rathoddhata II 

O good soldier, why have you left the battle-field com¬ 
pletely. You have done neither any good to yourself nor to } out 
friends, for while riming away [from the battle field] the dust [in 
your road] rises now [as if] scattered by chariot. 

Svagata 

37. [The metre with] the feet of eleven syllables of which 
the first, the third, the seventh and the tenth and the last are heavy 
[and the rest light] is called Svagata 1 . 

Example : 

38. adya me saphalam ayata-netre 

jivitam madana.sanisraya-bhavam I 
agatasi bhavanam mama yasmat 
svagatam tava varOru nisida II 

Today the two large eyes of mine have attained their object 
and so has my life and love, because you have come to my house ; 
O fair lady, you are welcome, please be seated. 

1 Upendra-vajramlu indra-dkanuxli upcunitatn etc. ( Ag. )• 

35 (0,32, li.XV.46). 1 Scheme (- U v; i ) u, - u 

36 (0.33, B.XV.47). 1 B. giverf an additional example "I this 

metre (B.XV.48). 

37 (0.34, B.XV.49). 1 Scluune (- ^» -, u U U, - o, - -). 
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Salim 

39. [The metre with] the feet of eleven syllables of which 
the sixth and ninth are light [and the rest heavy] is called Salini. 1 . 

Example: 

40. duh&lam va nirgunam papalcam va 

loke dhairyad apriyam na bravlsi I 
ary am silam sadhvl he te’nuvrttam 

madhurysidhya sarvatha salini tvanl II 

On account of your patience with the people you do 
not, utter a harsh word to any one who has bad manners or is 
without any merit or is wicked. O good lady, you have followed 
a noble manner, you are a housewife full of sweetness in every 
respect 

Totaka 

41. [The metre with] the feet of twelve syllables of which 
the third, the sixth, the ninth and the last are heavy [and the 
rest light] is called Totaka. 1 

42. kim idam kapatasraya-durvisaham 

bahu-f&thyaru atholbana-ruks a-katham I 
svaj ana-priy a- saj jana-bhedakaram 
nanu totaka-vrttam idam kuruse II 

Why is this crooked and insufferable conduct full of villainy, 
and unambiguous (lit. direct) and harsh words hurting the relations, 
dear ones and [other] good people ? You are indeed behaving 
like a cutter. 

Kumudanibha 

43. [The metre with] the feet of twelve syllables of which 


38 (0.35, B.XY.50). 

39 (0.36, B.XV.51). 1 Scheme (-, - - u, - - u, - -). 

40 (0.37, B.XV.52). 


41 (0.38, B.XV.53) 54). 1 Scheme (u U u u u \ j -). 

42 (0.39, B.XV.55). 

43 (0.40, B.XV.59), 
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the first four, the eighth and the tenth are light [and the rest 
heavy] is called Kumudanibhak 
Example : 

4 k kumudanibha tvam karaa-bana-viddha 

kim asi-natabhruh sita-vata-dagdha I 

nirdu-nalinivapandu-vaktra-sobha 

katham api jatil agratah sakhinam II 
O fair-eyed damsel, being like a Kumuda flower why have 
you been struck with cupid’s arrow and why do you appeal 
pale before your friends like a delicate NalinI blasted by the 
cold wind. 


Candra-lekha 

45. [The metre with] the feet of twelve syllables of which 
the first five, the seventh and the tenth as are light [and the rest 
heavy] and the caesura falls after the first live syllables, is called 
Candra-lekha 1 . 

Example : 

4G. vaktrara saumyam te pad m a-pat ray a t aksam 
kamasyavasani svabhruvos cftvabhasam I 
kamasyapulam kamam ahartukamain 

kantya tvam kante candra-lekheva bhasi II 

O beloved one, your sweet face with eyes as large as lotus- 
petals and the splendour of your eyebrows, are the abode of love, 
and they are l’eady to bring love even to the god of love ; you 
shine as it wore like a phase of the moon. 

Pramitak§ara 

47. [The metre with] the feet of twelve syllables of which 


' Scheme (u u u, u - - - u v, u). B- gives another metre of 
this name with a different scheme (- yj ~ ^ y U, U - -) and an 

example of this (B.XV.56-58). 

. 44 (C.41, B.XV.60). 

45 (C.42, B.XV.61). 1 Scheme (-,-, v; - u - -)• 

46 (0.43, B.XV.62). 47 (0.44, B.XY r .68). 


-r 
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the third, the fifth, the ninth and the last are heavy [and the 
rest light] is called Pramit&karsa 1 . 

Example : 


48. smita-hhaSinl hy acapalapanm 

nibhrtapavada-vimuklu satatam I 
yadi kasya cid yuvatir asti sukha 

pramitaksarS sa hi puman jayati II 

If any one has a pleasing young wife with restrained speech, 
who is always smiling and averse to speaking ill of him [even] 
secretly, nnd is never fickle or harsh, that person verily thrives. 

ViUiisastliil 

49. [The metre with] the feet of twelve syllables of which 
the second, the fourth, the fifth, the eighth, the tenth and the last 
are heavy [and the rest light] is called Vam&istha. 1 

Example : 

50. na me priya y;fd bhumiina-varjita 

krtapriya te pa rus&bhi bhafjanaih I 
tatha ca pa^yamy aham adya vigraham 
dhruvam hi vams'astha-gatih karisyati II 

You are not dear to me, for you are wanting in esteem [for 
me] and your harsh words [also] have made you displeasing [to 
me]. So I see that the natural habit will surely bi’ing a quarrel 
today. 


Harina-plutii 

51. [The metre with] feet of twelve syllables of which the 
fourth, the seventh, the tenth and the last are heavy [and the 
rest light] is called Harina-pluta 1 . 


1 Scheme (u u u ~ Uj o u ■ u o -), 

48 (C.45, B.XV.64). 

49 (C.46, B.XV-65, 66). 1 Scheme (u ~ yj, — y> } kj - y/, - u -). 

50 (C.47, B.XV.67). 

51(0.48, B.XY.68). 'Scheme (yj yj -uv;, - u u, - yj -), 
This is culled Druki-viininbita by Plugalu mul his followers. 
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Example : 

52. parusa-\ r akya-kai5abhihata tvaya 

bhaya-vilokana-par^va-oinksana I 

varatanuh pratata-pluta-sar pariah 
anukaroti gatair harina-plutam il 

The fair lady (lit. fair-limbed one) 1 , smitten by the whip of 
your harsh words, and looking in fear to her sides and runing away 
eontinously with quick steps is imitating by her movements a deers 
gallop. 


Kamadatta 

53. [A metre with] the feet of twelve syllable* of which the 
seventh, the ninth, the eleventh and tho last are heavy [ant te 
rest light] is called Kamadatta 1 . 

Example : 

54. karaj a-pada- vibhusita yatha tvam 

sudati dasana-viksatadhara ca \ 
gatir api caranavalagna-manda 

tvam asi mrga*samaksi kamadatta II 

O fair lady 1 , you have been adorned with the marks of 
nails, you# lips have been bitten by teeth and your gait also is 
faltering and slow. It seems, O deer-eyed one, that you have 
given [yourself up ] to [the enjoyment of] love. 


Aprameya 

55. [The metre with] the feet of twelve syllables of which 
the first, the fourth, the seventh and tenth are light land the 
rest heavy] is called Aprameya*. 


52 (CU9, B.XV.69). See above 20 note 1. 

53 (C.50, B.XV.70). 1 Scheme (v> u u V v, - u v» - - • 

calls this Kama-raatta. 

54 (C.5T B.XV.71). Sudati —O fair-toothed one. 

55 (C.52, B. XV.72). 1 Scheme (y> - u ~ u U 1 h ‘ S 

is called. Bhuiaoga-prayiita by Piiigala and his followers. 

85 
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Example : 


[ XVI. 56- 


56. na te ka cicl anya sama drsyate strl 

nr-loke vi^ista gunair advitiyaih I 
trilokyam gun&gryan samahrtya sarvan 
jagaty aprameyasi srsta vidhatra II 

Nowhere amongst the mortals (lit. in this world) is to be 
seen a woman who is your equal, and is distinguished by singular 
accomplishments. 1 he creator lias made you matchless by putting 
together [in you] all the best virtues of the three worlds. 


Padmini 


57. [The metre with] the feet of twelve syllables of which 
the second, the fifth, the eighth and the eleventh are light [and the 
rest heavy] is called Padmini 1 . 

Example : 

deha-toyiAaya vaktra-padmojjvala 

netra-bhrngakula danta-hamsaih smita I 
ke£a-patrac-chad;' cakravaka-stani 

padminiva priye bhasi me sarvada II 

58. O dear lady, you always appear to me like a lotus-lake, 
for your body is a pool of water which shines by the lotus-face, 
and yom eyes are the restless bees [there] and you smile with the 
swan-like teeth and your hairs are [the lotus] leaves, and the 
breasts are like the Cakra-vakas* [swimming there]. 

Patuvrtta 

59. [The metre with] the feet twelve syllables of which the 
first six and the tenth are light [and the rest heavy I is called 
Patuvrtta 1 . 


56 (0.53, B.XV.78). 

57 (C.54, B.XV.74, 75). 1 Schenv‘ •(- u - kj - u - w -) 

This is called Sragvini by Pingala and liis followers. 

58 (0.55, BXV.76). 1 B. gives a second example (B.XV.77) which 
seems to be a variant of this. 

59 (C.56, B.XV 78 79). 1 Scheme, (v./ u, w, - , \j - -). 

This is called P»ta by Pirigaln and his followers. 
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Example : 

60. upavana-salilanam bala-padmair 

bhr^mara-parabhrtanam kantha-nadaih I 

sam ada-gat i • vi lasaih kam i ninai a 

kathayati patuvrttain madhu-masah il 

The month of Caitra (lit honey-month) with lotus-buds 
in the garden-lakes, songs of bees and cuckoos and the playful 
movements of intoxicated women, is a nounci ng its smart manners . 

Prabhavatl 

61. [The metre with] the feet of twelve syllables of which 
fhe second, the fourth and the ninth the eleventh and the last 
are heavy [and the rest light] is called Prabhavatl. 1 

Example : 

62. kathain nv idarn kamala-visala-locane 

grham ghanaih pihita-kare nisakare I 
acintayanty abhinava-varsa-vidyutas 

tvarn agata sutanu yatha prabhavatl il 

O fair one, with eyes as large as a lotus, how have you 
come like a radiant being to this house [of mine] when the rays 
of the moon have been covered by clouds and you have not eared 
for the impending (lit. new) rains and the lightning ? 

Praliar§ini 

63. [The metre with the] feet of thirteen syllables of which 
the first three, the eighth, the tenth and the twelfth and the last 
are heavy [and the rest light] is called Praharsini 1 . 


60 (C.57, B.XV.80). 1 I am not certain about the exact meaning 

Of the term fiutavrtta. One ms. gives it as fiatwrlta (see B.) which I adopt 

81 (€.58, B.XV.81). 1 Scheme - V, * u, u <■> ~ v, - -), 

62 (€.59, B-XV.82). 

63 (€.80, B.XV.83). 1 Scheme (-, o u u, v, - m, - u -). 
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[ XVI. 64- 


Examplc : 

64. bhavasthair inadhura-kathaih subhasitais tvam 

s8topa-skhalita-vilambita-gatai3 ca I 
sobhadhyair harasi manamsi kamukanam 
suvyaktam hy atijagati praharsini ea II 

[O fair one], by your loving and sweet words, witty 
sayings, beautiful, majestic, faltering and slow steps, you capti¬ 
vate the mind of lovers. It is apparent that you are enrapturing 
beyond (anything else in] this world. 

Matta-mayura 

65. [The metre with] the feet of thirteen syllables of which 
the sixth, the seventh, the tenth and the eleventh are light [and 
the rest heavy] is called Matta-mayura 1 . 

Example 

66. vidyun-naddha sendra-dhanur-dyOtita-dehii 

vatoddhutah sveta-ba.laka-krta-3obhah l 
ete megha garjita-nadojjvala-cihnah 

pravrt-kalam matta-mayiiram kathayati II 

These clouds [characterised] by a thundering noise' and 
brilliant signs containing lightning and rainbow, moved about by 
the wind, and adorned with white cranes speaks of the [arrival 
of the] rainy season which maddens the peacocks. 

Vasanta-tilaka 

67. [The metre with] the feet of fourteen syllables of which 
the first, two, the fourth, the eighth and the eleventh and the 
thirteenth and the last are heavy [and the rest light] is called 
Vasanta-tilaka 1 . 


84 (C.61, B.XV.84). 

65 (C.82, B.XV.85). 1 Scheme (-, — \j, u —, u u-, *)■ 

68 (C.63, B.XV.88). 

87 (C.64, fi.XV.87). 1 Scheme (- - U, -uo, U - u, u - va - -). 
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Example : 

68. citrair vasanta-kusumaih krta*kesa-hasta 

srag-dama-malya-raeana-suvibhusitangi I 

njui&vatamsaka-vibhusita-kamap<i>a 

saksad vasanta-tilakeva vibhati naii H 
This well-dressed woman who has adorned her braid of 
hairs with the many-coloured vernal flowers, and the rest of her 
body with various types of flower- garlands and bei eats wit 1 
various ornaments, looks indeed like the decoiation (tilala) on 
forehead [of the goddess] of spring. 

Asambadha 

69. [The metre with the] feet of thirteen syllable, of which 
the first five and the last three are heavy, [and the rest light , is 
billed Asambadka. 1 

Example : 

70. man! lokajnah sruta-bala-kula-^iladhyo 

yasrnin satnmanam na sadrSam anupasyed dlii i 
gaccet tam tyaktva druta-gatir aparam detain 
kirna nan&rthair avanir iyam asambadha ll 

A proud person who knows the world and is learned, strong. 
Of high birth and character, must leave [a country] m which he 
does not find adequate honour, and quickly goes to a different 
country; for this world is scattered over with wealth ol many kinds 
and offers no obstruction [to such a person]. 


Sarablia 




71. [The metre with'the] feet of fourteen syllables of which 
the first four, the tenth, the eleventh the thirteenth and the 
hist are heavy [and the rest light] is called Sarabha 1 . 


68 (C.65, B.XV 88). 1 Srak and malya hit used hove probably to 

indicate two different kinds of garlands. 

69 (C.66, B.XV.89). x Scheme (- - - - O, w u u k> ~ ->• 

70 (C.67, B.XV.90). 

71 (€.68, B.XV.91). 1 Scheme (- , - u v, vj u u, - - 'J. - ">• 
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Example 

72. esa kanta vrajati lalitam vepamana 
gulmac-channam vanam uru-nagaih sainpraviddham I 
ha ha kastam kim idam iti no vedmi mudho 
vyaktam krodhac-charabha-lalitam kartu-kama II 

This beloved lady goes trembling in a graceful manner to 
the forest covered with shrubs and interspersed with high hills. Ah, 
what a pity, the fool that I am, I could not understand that 
due to anger she is openly playing the graceful role of an young 
elephant- 

Nandimukhi 

73. [The metre with] the feet of fifteen syllables of which 
the first six, the tenth, and the thirteenth are light [and the rest 
heavy] is called Nandimukhi. 1 

Example: 

74. na khalu tava kadacit krodha-tamrayataksam 
blirukuti-valita-bhangam drsta-purvam mayasyam I 
kim iha bahubhir uktair ya mamaisa hrdistha 
tvam asi madhura-vakya devi nandimukhiva II 

Never before have I seen your face with eyes red in anger 
and with eyebrows curved in frowning ; 0 lady, wbat more shall I 
say ? Are you the [same] sweet-tongued one who resides in my 
heart and is like Nandimukhi ? 

Gaja-vilasita 

75. [The metre with] the feet of sixteen syllables of which 
the first, the fourth, the sixth and the last are heavy [and the 
rest light] is called Gaja-vilasita. 


72 (C.69, B.XV.92). 

73 (C70, B.XV.93). 1 Scheme (uuUiUUU, , ~ *-> 

- -). This is called Malini by Pin gal a and his followers. 

74 (C.71, B.XV.94). 

76 (C.72, B.XV.95, 96). - 1 Scheme (-oU,- o- ouu, ouu, 
U u kj, -). This is called Rsabha-gaja-vilasita by Pingala and his 
followers. 
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«£Vl. 79 ] 


Example : 

70. toyadhai'iah sudhira-g'hana-patu-pataha-ravaih 
sarja-kadamba* .lipa-kutaja kusunia-surabhim I 
kandala-s&ndragopaka-racitam avanitalam 
viksya. karoty asau vrsabha-gaja-vilasitakam II 

On seeing the surfeice of the earth adorned with the Kandala 
and the Indragopa, and perfumed with the flowers of Sal, 
Kadamba * Nipa 2 , and Kutaja, which open at the loud and clear 
drum-like peals of thunder (lit. sounds of the clouds) this [man] 
imitates the sportful movement of a bull-elephant. 

Pravara-lalita 

77. [The metre with the] feet of sixteen syllables of which 
of the second, third, the fourth, the fifth, the sixth, the twelfth the 
thirteenth, the fifteeth and the last are heavy [and the rest light] 

• is called Pravara-lalita. 1 
Example : 

78. nakhalidham gat-ram da&ma-khacitam cOstha gandam 
sirah pusponmi^ram pravilulita-ke&Uakantam I 
gatih khinna ceyam vadanam api sambhranta-netram 
aho slaghyam vrttam pravara-lalitam kama-cestam II 

Her body has been scratched by nails, and lips and the 
cheeks are bitten by teeth, the head is set with flowers, hairs 
have their ends dishevelled, and her gait is languid, and the eyes 
are restless. Ah, a very graceful exploit of love, has taken place 
in a praisworthy manner. 

Sikharim 

79. [The metre with] the feet of seventeen syllables of which 
the second, the third, the fourth, the fifth, and sixth, the twelfth, 

76 (C.73, B,XV.97). T Kadamba and nipa arc usually considered 
synonymous. It is just possible, that there are two different trees with 
these two names and later writers have ignored the difference which 
may be very slight. It may be-noted here that the Concise Oxford Diction¬ 
ary defines nipa as a ‘kind of E. Indian palm’. 

* Bee note 1 above, 

77 <0.74, B.XV.98, 99). 1 Scheme (o - --, vj- kj kj, u kj ^ 

- ). 78 (C.75, B.XV. 100). 79 (C.76, B.XV.101, 103). 
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THE NATYASASTEA 


[ XVI. 80- 



the thirteenth und the last are heavy [and the rest light] is called 
Sikharini. * 1 

Example: 

80. mahanady&bhoge pulinaw iva te bhati jaghanam 

tathasyam netrabhyam bhraraara-sahitam pankajam iva I 
tanu-spar&i6 c&yam sutanu sukumaro na parusab 
stanabliyam tungabhyam sikhari-nibha bhasi dayite ll 

Your hip is like the sand-bank at the margin of a river, 
your face together with the eyes, is like a lotus with the bees, the 
touch of your body is soft and not rough ; with your two elevated 
breasts you look like a hill with [two] peaks, O dear one. 


Vr.sabka-ccstita 

81. [The metre with the] feet of seventeen syllables of which 
the first five, the eleventh, the thirteenth, the fourteenth and the 
sixteenth are light [and the rest heavy] is called \ rsabha-cestita. 1 

Example : 

82. jalada-ninadam srutva garjan madoccaya-durpitah 
vilikhati mahlm Srng&ksepair vrsah pratinardya ca I 
sva-yuvati-vrto gosthad gostham prayati ca nirblftyo 
vrsabha-lalitam citram vrttam karoti ca sad vale ll 

On hearing the thundering noise of the clouds the bull 
maddened with an excess of rut, is striking the earth with its 
horns and is bellowing in reply. And then, surrounded by young 
females of its class it goes fearlessly from one cow-pen to another 
and has the various sportive exploits on the green [pasture]. 

Sridhara 

88. [The metre with] the feet of seventeen syllables of 
which the first four, the tenth, the eleventh, the thirteenth. 


1 Scheme (u - -, u u, UU-,- u u, u “)• 

80 (C.77, B.XV.103). 

81 (0.78, K.XV. 104, 105). 1 Scheme (u u v/, c/ V - -, - \J 

i /<_>-, -). This is called Hanoi by PiOpala and his followers. 

82 (0.79, B.X V.10G). 8:1 (U.80, B.X.V. 107-108, 109). 
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the fourteenth and the last are heavy [and the rest lightj is called 
Sridhara. 1 
Example: 

84. 

snanai.s curnaih sukha-surabhibhir ganda-lepais ca dhupaih 
puspais canyaih sirasi-racitair vastra-yogais ca tais taih l 
nana-ratnaibt kanaka-raoitair ariga-sambhoga-samstlum 
vyakam kante katnala-nilaya tiridharevati bhasi II 
O beloved one, by your bathing, powders, pleasantly fragrant 
Paste.smeared on your cheek, the [hair-perfuming] incense, flowers 
set on the hair (lit. head), various clothes and many jewels com¬ 
bined with gold worn on the limbs, you shine indeed very much 
like the lotus-dwelling [one] who is the goddess of beauty. 


V arasa-patra-patita 

85. [The metre with] the feet of seventeen syllables of 
which the first, the fourth, the tenth and the last are heavy [and 
the rest light] is called the Vamsa-patra-patita. i 


Example : 


86. esa gajo’dri-mastaka-tate kalabha-parivrtah 

kridati vrksa-gulma-gahane kusuma-bhara-nate I 
megha-ravam nisamya muditah pavana-java-samah 
sundari vamsa-patra-patitara punar api kurute II 
O fair lady, this elephant which surrounded by young 
ones is playing near the peak of the hill in the thick forest of trees 
and shrubs bent with flowers, is delighted to hear, the roaring ol 
clouds and is moreover causing, like the wind, the bamboo leaves 


to fall [on the ground]. 


Vilambite-gati 


87. [The metre, with the] feet of seventeen syllables of 
which the second, the sixth, the eighth, the twelfth, the fourteenth, 


1 Scheme (-, - u u, u v; U, 

Maiulfikriuitfi by Ping-ala and his followers. 


- u. - -). This is culled 


84 (C.81, B.XV.1I0). 

85 ((.'.82, B.XV.lll). 1 Scheme 

Uc/o,u->. 86 (0.88,.B.XV. 112). 


(- \j u, - c; cs ov;, - ' >' '* 

87 (0.84. B. XV. 113-114.. 115), 
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THE NATYASASTRA 


[ XVI. 88- 


the fifteenth and the last are heavy [and the rest light] is called 
Vilambitagati. 1 

Example: 

88. vighurnita-vilocana prthu-vikima-hara punah 
pralamba-rasana calat-skhalita-pada-manda-krama I 
na me priyam idam janasya bahumana-ragena yan 
madena viva^a vilambita-gatih krita tvam priye II 

O beloved one, your eyes are rolling, the large necklace 
is displaced, the girdle is hanging loose, and your slow steps are 
faltering ; I indeed like 1 this your slow gait that you assume out of 
overwhelming pride due to this man’s love and respect [for you]. 

Citra-lekha 

89. [The metre with the] feet of eighteen syllables of which 
the first five, the eleventh, the twelfth, the fourteenth, the fifteenth, 
the seventeenth and the last are heavy [and the rest light] is 
called Citra-lekha 1 . 

Example : 

90. 

nana-ratnadhyair bahubhir adhikam bhusanair anga-samsthah 
nana-gandhadhyair madana-jananair anga-ragai^ ca hrdyaih I 
keSaih snanardraih kusuma-racitair vastra-ragai^ ca tais taih 
kante samksepat kim iha bahuna citra-lekh§va bhasi II 
O beloved one, you shinQ very much' with the many be¬ 
jewelled ornaments worn in your limbs, various pleasant cosmetics 
rich in passion-inspiring scents, hairs clean after bath and decorated 
with flowers, and varied colours of your clothes. What shall I say 
more ? To be brief, you appear like a painted picture. 


J Scheme (o - kj, vj kj kj - v, w o \J - yj ")• This is 
called PrithvI by Piagala and his followers. 

88 (C.85, B.XV.116). 1 lit Is it not dear to me ? 

89 (C16, B.XV.1I7). 1 Scheme (-> - - o, u u u, U - u - 

{j —). This is called Kusumita-lata-velliti by Pingala and his followers. 

90 (C.87, B.XV.118), 
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METRICAL PATTERNS 

Sardula-vikridita 

91-92. [The metre with] the feet of nineteen syllables of 

. , .1 i-l.n fnralfrh. the tllll- 


91-92. Line metre witnj we .. 7 

Which the-first three, the sixth, the eighth, the twelfth, the thir¬ 
teenth, the fourteenth, the sixteenth, the seventeenth and the last 
are heavy [and the rest light] is called Sardulavikndita 

Example : 

n^niX-^asti-a-sataglmi'toiuara-liatSU pi-abhi'afl^i-RarvAyHcUtah 
nirbhinn6dara-pada-bahu-vtdana niibbaitsita. ^atiavc 
dhairyotsaha-parakrama-prabhrtibhis tais tair yicitra-giinai i 

vrttam te ripu-ghati bliati samare saidula vikii( ita 
The enemies have been repelled after [some of them have 
been] killed with various weapons, Bataghni and l omara am |sotm 
have] their bellies, arms, feet and face pierced and [some have] os 
all their weapons. Your enemy-killing exploits in battle comparable 
to the tiger’s sports and characterised by virtues such as, patience, 
energy and valour, are splendid. 1 

Suvadana 

94-95. [The metre with the] feet of twenty syllables of 
which the first four, the sixth, the seventh, the fourteenth the 
fifteenth, the sixteenth and the last are heavy [and the rest hghtj 
is called Suvadana 1 
Example: 

96. 

netre lil&lasAnte kamala-dala-nibhe bhru-capa-rucne . 

gandostham pina-madhyam sama-sahita-ghanah snigdhiiS ca dasanah 
karnav amsa-pralambau cibukam api natam ghoija surucim 
vyaktam tvam martya-loke varatanu vihitdsyeka suvadana I! 

91-92 (088-89. B.XV.119, 120,1*1 • 1 Scheme ( , v M ~ u " 

93 (C.90, BXV.122). 1 B. gives an additional example of tins 

(B.XV.123). ’ v lQl t _., u 

94-95 (C.91-92, B.XV.124-125, 188). * Scheme (-> “ ^ » * 

O U \j, u - * O u, KJ -). 

96 (C.93, B.XV.127). 
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Your eyes are like lotus-patals, beautiful with the bow-like 
eyebrows and their ends are playfully lazy ; the cheeks and lips 
are plump in their middle, the teeth are all equal, in a line, thickly 
set and shining, the ears are hanging down as far as the shoulders, 
the chin is bent and the nose is beautiful, O fair lady, in this 
mortal world you are indeed the only fair-faced woman whose face 
has been [carefully] fashioned. 

Sragdhara 

07-98. [The metre with] the feet of twentyone syllables of 
which the first four, the sixth, the seventh, the fourteenth, the 
fifteenth, the seventeenth, the eighteenth, the. twentieth and the last 
are heavy [and the rest light] is called Sragdhra. 1 

Example •• . 

99. 

eutasokaravindaih kuruvaka-tilakaih karnikaraih ffirisaih 
punnagaih parijatair vakula-kuvalayaih kimsukaih satimuktaih I 
etair nana-prakaraih kusuma-surabhibhir vipraklrnais ca tais tair 
vasantaih puspa-vfndair naravara vasudha sragdharOvadya bhati IL 

O king (lit. best among men), due to the many and various 

sweet smelling vernal flowers such as, Cuta, Asoka, Aravinda, 

Kuravaka, Tilaka, Karnikara, Sirxsa, Punnaga, Parijata, Vakula, 

Kuvalaya, ICimsuka and Atimukta, this earth looks today like a 

woman wearing [many] garlands of flowers. 

% 

Madraka 

100-101. [The metre with] the feet of twenty!wo syllables 
of which the first, the fourth, the sixth, the tenth, the twelfth, the 
sixteenth, the eighteenth, and the last are heavy [and the rest 
light] is called Madraka 1 . 


97-98 (C.94-95, B.XV.128-129,130). > Schome (-, - u - u u, 

uUu,e —, o — u —). 99 (C-96, B.XV-131), 

100-101 (C.97-98, B.XV.182-133, 134). 1 Scheme (- v - u u u 
u, - u o u - kj vkj *j, -). 
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Example : 

102 . . . 4 

udyatam eka-hasta-caranam dvitiya-kara-recitara suvina am _ 

vamsa-mrdahga vadya-madhurain vicitra-kara ? 4nv.tam bahu vidham I 

madrakam etad adya subhagair vidagdha-gati-ce?itia^ sudahtau 
nrtyasi vibhramfikula-padam vivikta-maa-bhavdam Sasi-mukhi II 

O fair lady (lit. moon-faced one), you are dancing to¬ 
day in accompaniment of sweet sounds of flutes and drums 
the Madraka 1 dance with one of your hands raised up and 
another bent, and your feet are restless in a inu -> * ^ 

are making happy, clever and graceful movements m pu— 
of many and various Karanas, and this dance is imbued with 

a distinct Sentiment {rasa). 

A^valalita 

103-104. [The metre with] the feet of twentythree syllables 
of which the fifth, the seventh, the eleventh, the thirteenth, 
the seventeenth, the nineteenth and the last are leavy [an 
the rest light) is called Asvalalita. 

Example : 

105. vividha-turahga-naga-ratha-yaudha- 

samkulam alain balam samuditam 

sara-^ata-^akti-kunta-parighilsi- 

yasti-vitatam bahu-praharanam i 

ripu-^ata-mukta-Sastra-rava-bhita 

samkita-bhatam bhayakulam idatn 
krtam abhiviksya samyuga-mukhe 

samtpsita-gunam tvayaSvalalitam il 
[Even after] seeing this completely assembled army consisting 
of iminy horses, elephants, chariots and fighters, the maaifoM 
assaults spread by hundreds of arrows, darts, javelins, d»ta and 
swords, and the foot-soldiers terrified and afraid on account t 


102 (C.99, B. KV.185). ' See NS. IV. 
103-104 (C. 100-101, B.XV,136-137,138). 
-uv,o-^-oo, u - u, - u i >. vj -)• 

106 (O.102, B.XV.139). 


‘ Scheme (u U u, u v;, 


<SL 
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[XIII. 106- 



noise of released missiles, and the terror-stricken directions, you 
have practised in the forefront of the battle the sportful movements 
. of a horse, the merit of which is very much desired [by people]. 


Megha-mala 


106-107. [The metre with] the feet of twentyfour syllables 
of which the first six, the eighth, the eleventh, the fourteenth the 
seventeenth, the twentieth and the twentythird are light [and 
the rest heavy] is called Megha-mala. 1 

Example : 

108. pavana vala-samahata tlvra-gambhira- 


nada balak&vali-njekhala 
ksitidhara-sadr^occa-rupa mahamla- 
dhumahjanfibh&mbu-garbhddvaha i 
su ra-pati -dh a nur-uj j vala-badd ha-kak sya 
tadit-dyota-sannaha-pattojjvala- 
gagana-tala-visarini pravrsenya 

drdham megha-mala ’dhikam sobhate II 


The sky-covering mass of clouds of the rainy season, having 
deep and piercing sounds, wearing a flight of cranes as their girdle, 
carrying in their womb water of deep blue colour comparable to 
that of smoke and collyrium, girding the waist with the rainbow 
as the belt, having their armour-plates illumined by the flash of 
lighting looks indeed very beautiful. 


Kraufica-padi 


109110. [The metre with] the feet of twentvfive syllables 
of which the first, the fourth, the fifth, *he sixth, the ninth, the 
tenth, and the last are heavy [and the rest light] is called 
Karunca-padi. 1 


106-10? (C.103-104, B.XV.140-141, 142). 1 Scheme (u u v/. U 
- kj - yj - kj - u - yj -). 

108 (C.105, B.XV.143). 

109-110 (0.106-107, B-XV.144-145, 146). 1 Scheme (-ou,-, 

O KJ - U yj, KJ O U, U KJ KJ, U O U, U V u, -). 
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yah kila daksam vidruta-somam kratuvaram 
a-camasam apagata-kala^am 
patita-yupam ksipta-casalam yicayanam 
a-samidham a-pa^ukara acarukam I 
kannuka-muktenasu cakara vyapagata- 
suragan a-pitr-ganam isuna 
nityam asau te daitya-ganarih pradahatu 
makham iva ripu-gaiiam akhilam It 
Let Siva (lit. the foe of the demons) who by arrows dis¬ 
charged from his bow quickly spilled the Soma ; i„ice, thmw «w«y 
the Camasa, broke the Kalafe, felled the Yupa, dislodged 
Casala, put out the fire, destroyed the fuel, staled . y 
[sacrificial] animals, spilled the Cam and put the gods a d t . 
Fitts to flight iu Daksa's great sacrifice, always destroy all yout 
enemies like the same (sacrifice). 


T> 1. , . i ru A -xri ir inhll i 









112-113- [The metro with] the feet of twentysix syllables 
of which the first eight, the nineteenth, twentyfirst twentyfourth 

mi the last are heavy [and the rest light] is called Bhu,anga- 
vijrmbhita. 1 


Example : 

114. rupopetam devaih systam samada-gaja 

vilasita-gatim mrlksya tilottamam 
pradaksinyat praptam drastum bahu-vadanam 
acala-nayanam 6irah krta-van harah I 
dirgham nil^vasyantar-gudbam stana-vadana- 
jaghana-rueirara nirtksya tatha punah 
prsthe nyastam devtodrena pravaramam 

”■ kanaka-valayam bhujaoga-vijrmbhitam II 

nl (C 108j b.XV. 147) “ B- gives one additional example CB.XV.148) 
which occurs in HalSyadha's commentary to Pihgala. 

112-113(0.109-110, B.XV.149-150). * Scheme ‘ “ “» " ' ’ 

uuu,uuu,uou, - u-,uu-,u-)» 

114 (0.111, B.XV.151). 
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Inverted Pathya 

125. These are the characteristics of the first and the third 
feet 1 . They being inverted i.e. the second and the fourth being 
of this description, the metre will be called the inverted Pathya. 

Example : 

126. krtena ramanasya kirn saklii rosena te’ pyartham I 
viparita na pathyasi tvam jade kena mohita 1 II 

What is the use of this anger shown to your beloved one ? 
[It seems that] you are foolish and have been deluded by some¬ 
body and have been upset, [so] you are not agreeable. 

Capala 

127. [The metre with the feet of eight syllable of which] 
the fourth, the fifth and the sixth [in the hemistictis] are short, 
is called Anustup Capala. 1 

Examples • 

128 . 

na khalv asyah priyatamah Srotavyam vyahrtam sakhya I 
naradasya pratikrtih kathyate capala kiyam II 

[He] is not this girl’s dearest one. This [information] to 
be heard [privately] was proclaimed loudly by the female friend. 
This fickle woman is indeed [to be] called an image of Narada 
(the deity of quarrel). 

Vipula , 

129. [If a metre with the feet of eight syllables has] the 
seventh syllable short in its second and the fourth feet, it is 


125 (C.122, B- XV. 166). 1 A passage before this seems to be lost. 

0. reads yugmayor —of the two even (feet). B. has ayujor of the two 
odd (feet). 

1.26 (0.123, B.XV.167). 1 We adopt B's reading. (I) u - w, 

uu-o- (II) oo-,-o-,-, (IH) - U - - U u - (IV) u w 

-KJ-, 

127 (C.124, B.XV.168). 1 C. vtfiuh'i for capala. 

128 (0.125, B.XV.169). 129 (0.126, B.XV.170). 
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called [Anustup] Vipula. According to some 1 the seventh syllable 
in all the feet will be short in [such] Vipula. 

130. samksipta vajravan-madhya hema-kumbka-mbtafstam 
yipultoi prive ftopyam pur^-ehandra-mbbanane 

O dear one you are thin [in body], your waist » slender 
in the ruMIe like I Vajra, your breasts are like golden prickers, 
your hips are large and your face is lihe t ie u mooi 

131. gang&va tvam meghfigame apWa-vasandhara . 
kula-vrksan arujati sravanti vipulAcalat II 

You are like the Gauges at the advent of the 
the earth, destroying tire trees on the bank an 

from a high mountain . . 

132. The feet of Pathya are thus of various types ; m e 
remaining [types of Anustup] even and odd feet may e ma e up 
with other triads (triha) 1 . 

133. In this metre a triad ending in a heavy syllable 
ma, ra, ya, sa) or consisting of light syllables (*■«■ na ' s 
to occur (lit. desired) after the first syllable while after 
syllable a short syllable must occur (lit. is prescribed). 

134. If in the feet of a Pathya there are three heavy 
syllables at the end it is called [Anustup] Vaktra. 

danta-ksat&dharam subhru jagara-gl&na-notr&ntam i 
rati-sambhoga-khinnam te darfeniya-taram vaktram 

O fair lady, the lips being bitten by teeth, eyes being 
languid due to keeping awake, your fare has become more chamnng, 
after its exhaustion in love's enjoyment. 


i Saitafft—mentioned in Pingala and Agni P. See CSS. p. 38. 

180 (C.127, B.XV-171)- 

131 (€.128, B.XV.172)- 1 B. c - vattat for calai. 

132 (C 129 ,B.XV.m). ‘We follow B. 188 (0.180, B.X • 

l^C.fSU B.XV,,,,. 18S tc.ua, B.XV.177). 
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Seeing the beautiful Tilottama created by the gods with 
the gait of an elephant in rut, while she came to circumam¬ 
bulate him, Siva fixed all the eyes on her and kept his 
heads and mouths motionless. And then the lord of gods 
(Siva) on seeing her who was beautiful on account of her 
breasts, face and the hip, sighed silently and put away on his 
back the golden bangles set with the best of jewels in which snakes 
were yawning. 


The uneven and the semi-even metres 


115. These are, O the best of Brahmins, the even metres 
I mentioned [before]. Now listen about the uneven and the 
semi-even metres. 

116. The metres of which the feet belong to different, 
metrical types and are dissimilar, are called uneven ( visama ). 

117-118. The metres in which the two [alternate] feet 
are similar while the two [contiguous] feet are not similar, are 
called semi-even (covdlui-sa.'iTUi). And the metre in which all 
the feet are dissimilar is called uneven. The semieven metre 
is to have its even and odd feet dissimilar and the first of 
such groups of feet may be shorter or longer than the rest 
or one of them may be longer and the other shorter than 
the rest. 


Even metres 


119. An even metre is defined by defining one of its feet 
while uneven metre requires the definition of all its feet. And 
from a definition of the two feet the semi-even metre is known. 
This is the division of feet [in different semi-even metres]. 

120. I have described the even metres with reference to 
their divisions of feet. Now I shall describe the characteristics 
of the uneven metres in terms of triads, {i.e. yanas). 

114ft, (C.112, B.XV.158). 1 According to B. it is spurious. 


114b (€.113, B.XV.154). 
116 (0.116, B.XV.l56). 


115(0.114, B.XV.l55). 


11-118 (C. 116-117, B XV.157 158). 
119 (€.118, B.XV.159), 


120 (0.119, B.XV.l60) 


— 






METRICAL PATTERNS 
Pathya 

121. If [ill Anustup] the first foot contains sa, sa, ga, ga, 
and the second sa, ra, la, ga and such will be the remaining 
even and odd feet 1 , it is called Pathya 3 . 

Example: 

122. priya-daivata-mitrasi priya-sambandhi-bandhav;', 1 I 

3 priya-dana-rata pathya dayite 3 tvam priy&si me II 

You respect the gods and the friends, you love the matri¬ 
monial relations and the kinsmen, you are disposed to make 
affectionate gifts and you are agreeable, O beloved one, you 
are dear to me. 

Uneven Pathya 

123. [The Anustup metre of which] the first foot contains 
ma, ra, ga, ga, the second ya, sa, la, ga, the third ra, bha, la, ga 
and the fourth ja, sa, la, ga [is called an all-uneven (sarva-msama) 
Pathya] 1 . 

Example : 

124. naivacaro, na te mitram na sambandhi-guna-kriya 1 I 
earvatha sarva-visama pathya na bhavasi priye ll 

O dear one, you have no [good] conduct, no friend and 
you have no good action towards the relatives and are in every 
way very rough ; so you are not agreeable. 










121 (0.120, B.XV.162). ' O. gives the correct reading yugman- 

jakau ‘even and odd’ (feet). 

2 (I & III) u o u u - and (II & IV) vu - - u- <./ - 

122 (C. 121, 15.XV.163). 1 C. daivata -for sambandhi, 

2 0. vara for rata . 

8 C. yadyapi for dayite . 

123 (0.133, B.XV.164). 1 (1) -- V7 (ID ^ u 

- (III) - u - u u, u (IV) --o.yo - kj -• 

124 (0.134, B.XV.165). 1 13. priya for kriyn- 

37 
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136. These are all-uneven metres of the Anustup class. 
The authorities differ from one another as regards [the arrange¬ 
ment of] the triads and syllables. 1 


Vanavasika 

137. The metre which has its feet consisting of sixteen 
Matras as parts of Gatha to be divided into four sections in terms 
of triads and the part of a triad, is called Vanavasika. 1 

Example : 

138. asamthita-pada suvihvalangi 

mada-skhalita-cestita-manojha I 
kva yasyasi varoru surata-kale 

visarna kirn vanavasika tvam || 

O fair lady, your gait is unsteady, limbs are agitated, and 
your faltering movements due to ardent passion are charming. 
Where are you going at the time of love’s enjoyment ? Are you a 
perverse woman of Vanavasi ? 

Ketumatl 

139. The metre of which the first and the third feet consist 
of sa, ja, sa, ga and the second and the fourth bba, ra, na, ga, is 
called Ketumatl. 1 

Example : 

140. sphuritadharam cakita-netram 

rakta-kapolam ambuja-dalaksam I 
kirn idam rus&pahyta-sobham 

ketumati-samam vada mukhara te II 

Your lips are throbbing, the eyes which are like lotus-petals 
are trembling and the cheeks are red. Tell me why has your face 
robbed of its beauty by anger, become like Ketumatl (flame) ? 

186 (B.XV.178). 1 C. omits this. 

137 (C.146, B.XV.179). 1 Pingala calls this Matrasamaka. His 

Vanavasika is simply a variety of this. 8ee CSS. p. 21. 

188 (C.147, B.XV.180). 

189 (0.140, BXV.181). 1 Scheme : (I & III) ou- e " O, v o -, 

(II & IV) - ou,-u-,uuu,-- 

140 (C.14J, B.X.V.182). 
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Ap»arvaktra 

141. In the metre called Aparavaktra the first and the 
third feet consist of na, na, ra, la, ga and the second and the 
fourth of na, ja, ja, ra. 1 

Example : 

142. sutanu jala-parita locanam 

jalada-niruddham ivendu-mandalam I 
kim idam apara-vaktram eva te 

gasi-vadane’dya mukhain parah-mukham ll 

O fair lady (lit. moon-faced one) why are your eyes full of 
tears and why do you look like like the orb of the moon obscured 
by the clouds and why has your face turned today like . ome out 
else’s face ? 

I'uspitAgra 

143. In Puspitagra metre the first and the third feet 
consist of na, na, ra, ya, and the second and the fourth of 
na, ja, ja, ra, ga. 1 

Example : 

144. pavana-raya-vidhuta-caru-sakham 

pramudita-kokila-kantha-nada-ramyam I 
madhukara-pariglyamana-febdam 

varatanu pasya vanam supuspitAgram II 

O fair lady, look at the top of the blossoming forest in 
which the wind is shaking the beautiful branches of tiees, the 
gladdened cuckoos are singing with sweet voice and the bees are 
bumming all around. 

Udgata 

145. In Udgata metre the first foot consists of sa, jn, sa, 


141 (0.142, B.XV. 183, 184). 1 Scheme : (1 & M) ^ ^ U. u u U, 

'J -, (II A IV) ouu.o-u, u - u , - u - 

142 (C.132, B.XV.177). 

143(0.144, B. XV. 186). 1 Scheme (I & II) O v,. OUO, - u 

(II & IV) o o \j, u - kj, v ~ c>, - v 
144 (0.146, B.XV.187). 


145 (0.136, B. XV. 188). 
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la, the second of na, sa, ja, ga, the third of bha, na, ja, la, ga and 
the fourth of sa, ja, sa, ja, ga. r 
Example : 

146. tava roma-rajir atibhati 

sutanu madauasya raanjarim I 
nabbi-kama la-vi varotpati ta- 

bhramaravaliva kusumat samudgata II 


O fair one, the hairs which rise from the hollow of your 
lotus-like navel are comparable with a swarm of bees coming out 
of flowers and they exceed in beauty Cupid’s blossoms. 

Lalita 

147. The metre Lalita has its first foot consisting of sa, 
ja, sa. la the second foot of na, sa, ja, ga, the third foot of na, na, 
sa, sa, and the fourth foot of sa, ja, sa, ja, ga 1 
Example : 

' 148. 

lalita kula-bhramita caru-vasana-kara-caru-pallava I 
pravikasitakamala-kauti mukhipravibhasi-devi surata-.'-iamatui.ui 

O lady, hurriedly but gracefully moving the beautiful 
clothes and the delicate hands and having a blooming lotus-like 
face you look charming after the fatigue of love’s sports. 

149. These are the syllabic metres of the even and uneven 
types, to be used in dramas and poems. 

150. There are besides many other syllabic metres which 
have been mentioned here collectively, lhey are not to be used 
because they do not embellish [a composition]. 


1 Scheme (IX e u ■, u ■ o, o o o, (II) yj yj yj, yj yj , o - yj, 
-, ( HI ) - ou,uoo,u-u,o-, (IV) <0 o -, yj - yj, yj yj kj - U, - 

146 (0.136, B.XV.189). 

147 (C.137, B.XV.190). 1 Scheme (l A II) same as in Udgata. (Ill) 

(j ^ (j, yj yj yj,yj (IV) ou-, u-u, u u yj - u, 

Pingala’s Luliia lias the fourth foot similar to that of Udgata 

148(0.183, B.XV.191). 

149 (0448, B.XV.192). 


150 (0.149 B.XV.198). 
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:vi. 158 1 

151. The syllabic metres forbidden here after may be 
used in songs. I shall describe their varieties while trea mg 
Dhvuvas. 

5rya metros 

,» This is the definition of various syllabic metros 

v r s | u i| give the definition of the 
briefly treated by me. Next L snau g 

AtV “ S 153. The Aiyits are of five typos, vis, Palhytt, VipuH, 
Capala, Mukha-capala, and Jaghana-capala. f 

154. I shall speak about.then ^ 

Matras and their varieties depending on Ganas 

prescribed as characteristics of these. . r , 

155. In these metres the ctesnra marks the d.vtmonjoi 

feet]; the Gana consists of four M*.., the^ secon •>» ^ 

(lit. the last) feet are the even ones, and 

(lit. the rest) odd ones. . „ , 

156. [In an Arya] the odd Ganas consisting of 

Matras should have no ja and the even Ganas may jo o an> 
type according to the choice [of the poet]. 

' ,56 a. The eighth Gana in every Arya is to be known as 

half a Gana (U two Matras). 

i - 7 The sixth Gana may he of two alternative types 
and the ihth will consist oi one [syllable]. The sixth Ga,a ,u the 
second hemistich will consist of one Mttrt only . 

158 In one alternative is that the sixth Gar,a will be H> 
J] »nd in tbe other it will consist of four short sytiahte, 

(u u J J) and these relate to the caesura (jah). 


16UOm BXV.194). 159 (0.151. B.XV.195). 

TtXV196) 154 (0.158, B.XV.I97). 

153 (C.152. B., .... w (C165j MV .199,21t.S(8.), 

'“vIZMV.SOO^OSh.SO*.). ' U- 197b (wf.l. « » - 

Ul Jim; qs 3 '3’®!^* 

, . <M 57. B. XV.201, 209b-210a). 
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159. The caesura may occur when the second la after the 
fifth Gana has been completed or it may occur from the first 
syllable [of the sixth Gana], or after the fifth Gana [has been 
completed]. 1 

Patkya-Arya and Vipula-Aryl 

ICO. The Arya metre of which the caesura occurs after the 
three Ganas (lit. feet are made up of three Ganas) is called Pathyfw 
The Vipula Arya is different from this, only because it observes 
no caesura (yati) of any kind [within its hemistichs]. 1 

Examples : 

Pathya Arya 

161, 

rakta-mrdu-pad ma-netrasita-dirgha-bab ula-mrdu-[kutila]-ke& I 

kasya tu prthumrdu-jaghana tanu-bahvamsodaii [na] pathya II 

To whom is not agreeable a woman with lovely and 
lotus-like soft eyes, copious long, black and [curled] hairs, large 
and soft hip, slim arms and abdomen ? 

Vipula Arya 

1G2. vipula-jaghana-vadana-stana-nayanais 

tamradharostha-kara-caranaih I 
* # • • 

ayata-nasa-gandair lalata- 
caranaih lubha kanya ll 

A maiden is auspicious when her hip, face, breasts and 
eyes are large, lips, palm and feet are red and nose, cheeks, 
forehead and ears arc prominent. 

Capala Arya 

103. In the Capala (Arya) the second and the fourth 


159 (C.158, B.XV.202, 210b). 1 Read 159 as e*ti$ 

160 (C.159, B.XV.203). 1 Read the couplet as fag qi$: eng 

q 1 er i rqgqr*i[ g 

161 (0.160, B. XV. 213). 

162 (B.XV.214). 




163 (B.XV.216, 204). 
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Ganas in each hemistich are to consist of a ja (lit. Gana w.th a 
heavy syllable in the middle)* 

Example : 

104. > udbhnrtr-gamini parnsa-bhssini kama-cibna-kila-vosn 

*y 5 niiti-niiimsa-yokla Sur5-priy5 tan* 

The woman who go* delving her husband, speaks harshly, 
has erotic signs in hot' dress, is not very fleslit an, is on o ni 
is inconstant in every respect. 

Muklia-capala and Jaghana-eapaU Ai>a 

105 When the definition of a Cnpitlii applies to the first 
hemistich [only | of an Srya it is calletl the Mnkha-oap, a And 
when the same applies to the second I, const, ch [only]'«« 
Jaghana-capala. 

Examples : _ 

Muklia-capala Arya 

Ui(i. iiryii mukhe tn capalil tathipi ee ry it m, “» S™*}> * *“ ' 
daitsa grha-krtyoso tall,a duhkhc bl.avat. duhkharta « 

My lady is talkative, lint, still her conduct [in general] is not 
bad, for she is an expert in my honsehohl work, and m my nosey 

she feels miserable. 

Jaghana-capala Arya 

107. vara-myga-nayane eapallsi 

varoru Sa&nka-darpana-nibhftsye l 

kamasya sarabhutena 

prirna-madaoaru-jaghauena H 

O fair lady with the eyes of the best deer, and a Uuv 

like the moon or the mirror, by your hips winch constitute a 
ike the are charming on account of yaar 

.^ 

164 (KXV.216). 1 lk rends udbhaia 

. t V,~ ii n ft Prof S. 1>. TMiattiu'luiryu surest.il tins 

4 B. reads janati, foryn "»'■ 1 >r - 

emendation 1 an n\ X V *> 10) 

, 6S (B.XV.a?>. 1«« 111 XV.8W. 


<SL 



88 
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168. When the two hemistichs of a Capala have the same 
characteristics it is called the all-round Capala. 

169. This metre is known have thirty Mativs in its first 
hemistich and twenty-seven in the second 1 . 

170. Following these rules (lit. thus) one should compose 
plays (lit. poetical composition) utilising (lit. having) therein 
different metrical patterns belonging to (lit. arising from) different 
Rhythm-types, and such plays are to have the thirtysix character¬ 
istic marks {laksana). 

Here ends Chapter XVI. of Bharata’s Natya.^astra 
which treats of the Metrical Patterns. 


168 (B.XV.220 ; 0.162b 163a). 

169 (B.XV.205, 201 ; C.l63b-164a,). 1 The five couplets after this 

(B.XV.222-226) are corrupt and appear to be spurious. These will be 
discussed in the Introduction. 

170 (C.186b-189, B.XV.2 27). 






CHAPTER SEVENTEEN 
DICTION OP A PLAY 
Thirtysix marks of a good play 

1-5 The thirtysix characteristic marks {l laic saw l 1 of 
[a good] dramatic composition (few*.)* »■» •» t Omatcness 

{hhusana), Compactness (aTwitra-sarnghata'), Btilliance t«). 
Parallelism ( ndaharma) ), Causation (feto), Hesitiition G»a//a), 
Favourable Precedent (drslanta), Discovery (prapti), lancy 
(abhipraya), Unfavourable Precedent ( nidariana ), Convincing 
Explanation (nintjfcto), Persuation, (dddki), Distinction (wfewma). 


1-5 (C.l-5, B. p.348-350, XVI.1-5). 1 About the significance of the 

the term laksana , the commentators of the Nb. arc not at a unanimo 
Ag. mentions no less than ten different views on the subject Evidently 
some of these are far-fetched and off the mark. It seems that laksana 
in this connexion is comparable to the same word occmring in tU c 
Pound word mahafiurusa-laksano (characteristic marks of a superman!. 
According to one view this laksana differs from the alamkara (ornament) 
and the guna (qualities) of a person as figures of speech {alamkara} and 
excellences (guna) of a composition differ from ite characteristic marks 
(laksana). The composition in this connexion is evidently a dramatic 
one though some of the commentators think otherwise. For a discussion 
on the position of laksanas in the history of the Alamkara literature 
see S. K. De, Skt. Poetics, II. pp. 4-5 ; see also Ramakrishna Ravi, 
(B.H.pp. 348 349) and V. Raghavan’s paper on Laksanas in the Journal of 
Oriental Research, Vol. VI. pp. 70, 71, 81, 82. Mss. of the Nb. fall 
into two distinct reconsions as regards the text treating the thirty -six 
laksanas. One recension followed by older commentators, and la e 
Writers like ViSvanatha, and Sihgabhrtpala, uses Anustup verses for 
the enumeration of laksanas We have adopted this as *» *** « 
our translation. The second recension which seems to be later, v 
tJSeh followed by commentators like Kirtidhara, Abhittavagupta and 
late writers like Dhana jaya and others. This greatly vanes from tie 
other recension with which it has not more than seventeen names (of 
laksanas) in common, and among these, definitions of eight only mo 
similar in both the recensions. 

2 Kavya in tills connexion menus the dr&ya-kavya or dramatic 
imposition. 
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Accusation of Virtue (ounatijwta), Excellence (yuriatisaya), 
Inference from Similitude (bulya-tarJca), Multiplex Predication 
(padoccaya), Description ( distd), Pointed Utterance (upadista), 
Deliberation ( ricara), Inversion ( viparynya), Slip of Tongue 
(bhramsn ), Mediation (anunaya), Series of Offers {mala), Clever 
Manner (daksinya), Censure (garhdna) Presumption '(< wthapatli ), 
Celebrity ( prasiddhi), Interrogation ( prccha ), Identity (sanqaja), 
Indirect Expression of one’s Desire (manor at ha). Wit (lesa), 
Concealment (samksepa) a , Enumeration of Merits (guna-lclrfana), 
“Semi-uttered Expression (annkta-.<iddhi) and Compliment (pei- 
yo.vacana = priokti). 


Ornateness , 

ti. 1 To adorn the composition with many figures of 
speech (nUimkaia) and Gunas as if with ornaments, for creat¬ 
ing manifold meaning-* is called Ornateness (hhusana, lit. 
ornament) 2 . 


Compactness 

7. 1 When an wonderful senseis expressed by means of a 

small number of syllables with double entendre, it is called 
the mark named Compactness (oksara-namykata, lit. assemblage 
of syllables) 3 . 


s Emend samksobko to samksepo. See below 38 note 1. 

6 (C.6; 15.p 350, X VI.6) 1 A close study of Ag’s. commentary on 

passages dealing with lakmnas is liable to give one an impression that 
the exact meaning of some of the terms at least relating to this subject, 
has been to some extent lost, and various explanations have been 
partly based on guess. But in the absence of anything better wc arc 
to depend on them though very cautiously. Definitions of various 
lakmnas are mostly not at all clear without examples which have, 
been very liberally given by Ag. To avoid prolixity we refrain from 
quoting them here Interested persons may see them in the Baroda 
ed. of the NS. (Vol. II pp. 294fF.). For an example of bkftsatia. Sep 
KhvL Art any old commentary to these (NB.) passages dealing with 
laksanas, has not come* down to us, we used in this connexion the 
one prepared by M. Rhii mki’i.sitna Kuvu Bee B. II pp. (Referred 

to as Kavd). 

7 « .7; B.11,360, XVI,7), ‘ See Kavi. 
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Brilliant 

8 'If i charming and novel meaning [arises] alien a less 

and a wonderful sense is expressed thiou* 
is called Brilliance (sobha, lit- beauty) 

Parallelism 

9 When by words expressing similar * 

suggestion is cleverly made lo accomplish an object, . - 

Parallelism (mWiomnn, lit. example) 1 . 

Causation 

,0. When brief and 'f 
[tactful] use achieve the desired object, it 
Causation (hetuY 

Hesitation 

u When due to many considerations a ‘J 

Favourable Precedent 

12. That which supporting^ in h- 1 lean exmn,do 
of its reason and is pleasing 
Favourable to the speaker *«!*«'*• 

'}■ '*f* H 

vatra slistfi I'latrcvrtho. Sot' K.t\ i SD-IRB 

p ,n, XVI9) 1 Q.lmlfaHhaiov tulyartha. Of. M>.U 

9 (< .9 ; ap.3ol, XV I.. ). Wh en from the occurred Otf. 

Ag’s definition in trims. » • s „ nm en/ioncd ones con be infer ren {hi. 

sight) of ci single word good many »• nm 

cairn ^ Ve . deli- 

10 (C ,r *™d**dl . ftitmimiwa 

a xV?S Tni»« » »ot Ch..r, A* '» *• - '° 

. 

- ■-« 

- JT«»'•.- 7 “" 
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Discovery 

13. When on seeing some indications, the existence of 
something is assumed it becomes [an instance of] Discovery 
(prapti, lit. attainment) 1 which is included among the marks 
of a [good] drama. 

Fancy 

14. When an idea interesting to people [but] hitherto non¬ 
existent, is conceived on the basis of similarity [of two objects], it. 
is [an instance of] Fancy (ab hi pray a, lit. belief) 1 

Unfavourable Precedent 

15. When well-known instance are mentioned for rejecting 
the contrary view it is [an instance of] Unfavourable Precedent 
(nida/rtana, lit example) 1 

Convincing Explanation 

10. Words that arc spoken in support of the meaning of 
some faultless statement made before, constitute Convincing 
Explanation (nimkta, lit etymology) 1 . 


learned person discovers similarity \of anything ] with something per¬ 
ceived by him earlier, is called Illustration (dvstanta). Cf. the figure 
of speech of this name in SI). 697. 

13 (C.l ; B.p.353, XVI.13). 1 Cf. SD. 446, Ag. similar (B.XVI.32). 

14(0.14; B.p.353; XVI.14). 1 SD. 445, Ag. reads this as a 

variant of yukti (B.XVI.36) which in translation is as follows : The 
meaning which is made up only, of many mutually compatible objects 
combining with one another, is called Combination (yukti). Cf. 
3D. 501. 

15 (C.l5; B.p.254, XVI.l 5). See SD. 444. Ag. reads this as a variant 
iijik (B.XVI.28). The meaning of this def. is not clear. Ag. offers no 
explanation of this, but gives an example which it is very difficult to 
fit in with the definition. Cf. SD. 471. 

16 (C. 16; B.p.254, XVI. 16). 1 Of. SD. 453. Ag.’s text in translation 

is as follows • EcblancUion (nirukta) is two kinds : factual and non- 
factual [Of these] the factual [ explanation J is that which is well- 
known (lit. accomplished before), and the non-factual is that which 
has not been so Uit. not accomplished). 
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Pursuation 

17. When name of great* persons are mentioned with a 
view to accomplish the object aimed at, it is [an instance of] 
Persuation ( siddhi, lit. success) 2 . 

Distinction 

18. When after mentioning many well-known great objects 
something is said distinguishing a thing from them, it is [an 
instance of] Distinction (visesano) 1 . 

Accusation of Virtues 

19. When virtues are mentioned with sweet words of harsh 
import 1 which cany the contrary implication, it is [an instance of] 
Accusation of Virtues (gunatiyata, lit. opposition of virtue) 2 . 

Excellence 

20. When after enumerating the qualities available in 
common men, one mentions some special qualities, it is [an 
instance of] Excellence (atisafi ) 1 • 

Inference from Similitude 

21. When an object directly perceived is inferred from a 
mataphor or simile applied in an identical sense, it is [an instance 


17 (C.17; B.p.854, B.XVL17). 1 C. pravaktaniim for pradkamwatn. 

Of. 8 D. 454. Ag. reads this with a slight variation. 

18 (0.18; B.p.355, XV1.18). 1 Of. SD. 452. Ag. reads this as a 

variant of ksama (B XVI.8I) which in translation is as follows ; When 
one being hurt by harsh and provoking so mis utter-red by a wicked person 
in the presence of good people, remains without anger, it is [an instance 

of] Forgiveness (k^ama). 

19 (0.19; B.p.355, XVI. 19) 1 C. madhuro nisthurartho for madhu- 

rair niqtkurarlhair. Of. SB. 450. Ag. reads this as a variant of 
gunannvada (B.XV1.13a) which in translation is as follows • Avlogy 
(gunanuvada) relates to inferior subjects compared with superior ones 

' 20 (O 20; B.p.355, XV1.20). ' Of. ST). 451 Ag.’s reading (B. \ \ • 13 > 

in translation is as follows; When anything compares favourably 
to the best thing [to which it can be compared] it is l an instance of 
Krcc Hence. (atWaya). 81 (0.21; B.p.356, XV1.21). 
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Clever Manners 

30. When one attends another person with a happy and 
pleased face, [sweet] speech and [agreable] movements, it [is an 
instance of] Clever Manners ( dahsinya). x 



31. If any one mentions [someone’s] faults and explain 
them as merits, or decries his merits and calls them faults, it 
becomes [an instance of] Censure (garhano) 1 . 

Presumption 

32. When from a sweetly-worded mention of something, 
some other object is to be understood, it is [an instance of] 
Presumption (athapatti).- 

Celebrity 

33' That which is expressed with excellent words mentioning 
many well-known exploits, gives rise to Celebrity ( prasiddhi ) x . 

Interrogation 

34. When by courteous (lit. proceeding from courtesy) 1 
words one questions oneself or another [imaginary person] it is [an 
instance of] Interrogation (prccha). 

30 (C.30; B.p.359, XYI.30). 1 Cf. SD. 457. Ag. reads this as a 

variant of the def. of Clever Request (yiicha) which in translation is as 
follows : Words which arc apparently liable to provoke anger, but bring 
joy in the end and turn favourable are called. Clever Request (yaefia) 
See B. XVI. 22 Cf. SD. 496. 

31 (C.31; B.p. 359, XVI.31). 1 Cf. SD. 461, Ag. reads this as a 

variant of the def. of Deceit ( kapatasamghata ) (B.XVL30) which in 
translation is as follows : Application of some stratagem for the decep¬ 
tion or defeat of others, is called Deceit (kapata). When two or three 
(stratagems ) are applied together it becomes a Multiplex Deceit 
(kapata-samghata) Cf. SD. 473. 

32 (C.32; B.p.360, XVI.37), 1 Cf. SD.460. Ag. reads as a variant of 
the def. of Embellishment ( karya., B.XVI.37) which in translation is as 
follows: When defects,of an object arc explained as merits or merits 
are derived front the defects it is [an instance of ] Embellishment (karya). 

33 (C.33; B p.360, XVU.sl 1 Cf. SD. 463- Ag. reads this as a 
variant of the def. of Submission {anundi, B.XVI 38) which in 
translation is as follows : Sweet words which arc uttered, to please 
one after forgiving one’s singular offence due to anger, is called 
submission (anuniti). See also under B-XVI. 21. 

34 (0.34; B p.36J, XVI.34). 1 Emend ukarod (pkarod C) to acarod 
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Identity 


35. When from seeing ox heeling something [suddenly] one 
is confused by its suspected identity [with another it is on instance 

of] Identity {daxupya) 1 ' 

Indirect Expression of Desire 

36. Expressing one’s secret desire of the heart 1 by a 
pretence of referring to somebody else’s condition is cal ed Indirect 
Expression of Desire (• manoratlm, lit. object of the mind). 

Wit 

37. Words which are addressed in a [clever] manner by 
expert disputants and which relate to afflomphs men o 
objects 1 , constitute Wit (leia).* 

Concealment 

38 When being faultless one declares to be taking upon 
oneself various faults of another, it [is an instance ot] Concealmei 
(saniksepa, lit. taking away) _ 


. ar » dfio Ae (B. XVL24) roads this 

Of. abhyarthanaparair vakyair, SD. 462. Ag. C 

identically. . , , n-r\ Act. reads this as a 

<**»«• 

variant of the def. of whenone is not pacified even when 

which in translation is as follows : When one ts ' ( */] 

one is consoled by means of man, words and acts, it « L- 
Wounded Self-respect (nbhimana). Of. bD. 4J3. 

36 (0 36- B.p. 362, XVL36). 1 Of. SD. 468. C hrdayarthasya 

for hrdayasthasya Ag. reads this in substantially identical maunei 

'"X, B4W. XV 1.37). ' C. ^M*»»**r*£ 

patya, Of. SD. 467, Ag. reads this as a variant o follows: 

piuyu, which in translation is as follows 

'traction ^raU.edhn other’s Join mi 

When one sets out t0 f ‘'f \„o„ the ins, need) it is 

is opposed by clever persons {lit. those who k 

called Obstruction (pratisedha). 

rt yVT ha) 1 Emend tu ksobha to scunkstfift• 

'.mm W idmanyarlhe »«!»»■ 

dosa) Cf. SD. 4b0, ****** ym p^idevanom tyanvadamm 

Ag. reads this as a ptivedona of Barbara) ** 

of Bhoja, parwada of Saradatanaya, P 
B.XV1.39 foot note (*)■ The meanuig of its dot. is not 
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of] Inference from Similitude ( Udya-taeka, lit. reasoning from the 
comparables) 1 . 


Multiple* Predication 


22. When a number of words are used along with a number 
of other words to form different groups for the same purpose, it 
becomes [an instance of] Multiplex Predication ( padoccaya) L . 


Description 


23. When any object or incident directly seen or not, is 
described in harmony with locality, time or from related to it 
it becomes [an instance of] Description {disla) 1 . 


Pointed Utterance 


24. When one says something of his own on the basis 
of Sastras and thereby pleases the learned, it is a Pointed Utterance 
(updilista, lit. utterance) 1 -. 


Deliberation 


25. That which establishes something not directly perceived 
and is in harmony with the meaning expressed earlier 1 and 

1 Cf. SI). 442. Ag. reads this is as a variant of the definition of 
Exhortation (B.XVI.19) which in translation is as follows: To say 
something very pointedly through suggesting one’s own idea by 
means of likening it to others’ actions, is called Exhortation (akranda). 
Cf. SD. 472. 

22 (0.22 ; B.p.356, XVI.22). 1 Cf. SD. 443 Ag.’s reading in transla¬ 
tion is as follow : When anything is described as possessing differ¬ 
ent aspects by means of many words of similar import, it is \an instance 
of | Multiplex Predication (padoccaya) which put* together many objects. 

23 (0.23; 13.p. 356, XVI.23). 1 130. drsta for dista Cf. SD. 448. Ag. 

rendu this as a variant of sarvpya (B.XVl,15) which is different from 
XVI.35 and is as follows : 

<qq%si;rT qfi’a) I qq ffHWJ II 

24 (0.24; 13 p.357, XVI.24). ‘ Cf. SD.449; Ag. reads this is as 

a variant of Argumentation (upapatti, 13.XVI.35). The def.in translation 
is as follows: When faults discovered are explained away as being 
otherwise it is catted Argumentation (upapatti) in connexion with 
drama . Of. SD. 483. 

26 (0.25; B.p. 357, XVI-25). 1 0. porvadem for purvc&aya; B. 

anekopudhi for anckupohu. Of. SD. 447. Ag.’s reading of the definition in 
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includes much elimination of errors ( apoha ), is called Deliberation 
( vicaroi). 

Inversion 

20. When due to seeing [something] an alteration of 
Deliberation, takes place on account of a doubt, it is called 
Inversion (vipanjaija) 1 . 

Slip of Tongue 

27. Manifold deviation of proud and similar other persons 
from the intended words to something else i* called blip o 
Tongue ( bhramki , lit. lapse) 1 . 

Mediation 

28 [Words] which please the two persons with mulua y 
opposed resolution and [are aimed at] accomplishing some object, 

constitute Mediation (anunaya, lit imploring) • 

Series of Offers 

29. When for the purpose of accomplishing an object one 
(lit. learned men) suggests to a person his many needs [wine, 
may be Mailed! it « 0“ ins ‘ anre of l Sell0s °' °“ ( 

lit. garland) 1 . 


transition as follows ■■ Miration «<**> n the critical e,ami«atim 

° f,m Z!S ;• B. dam*#* 

Cf SB. 456. Ag. reads this as a variant of the dof ot t\rong t iccption 
(mithyadhyavasaya B.XVI,16) which in translation is as follows: 
When in place of a non-existent object one takes for certain som - 
liZ LL u ». it instance of\ Wren, Percent 

XVI.27). 1 Emend drstadMir to irpMuum 

Cf drptadinhm bhaved bhrarnso viicyad anyalamd vacah. SB. 455. Ag. 
reads this as a variant of the dof. of Witty 

which in trans. is as follows: That which is apparently liable to provoke 
anger but brings joy in the end and includes a blessing, is ealhd 

Wttly Cennpliment (priyavacana—priokti) B.X -1.2A 

28(0.28; B.p-358, XVI.28). ‘Oft SB. 458 A* reads this an a 

variant of the dof. of Subservience (anavrth) which m trans. «' ’ 

To follow with a purpose another person as a matter of tout Us), to, 
or favour, is called Subservient* (an«v*tti) B.WT84. Ag. reads this 

dififereutly. Cf. SB 494. 

29 (0.29; B.p.85®, XV 1.29). 1 Of. SB. 459. 
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Enumeration of Merits 

39. When merits of men who excel [others] in qualities in 
this world, are ascribed to one single person it [is and instance of] 
Enumeration of Merits ( gma-klrtana ) * i . 

Semi-uttered Expression 

40. When from the mere commencement of a subject the 
rest of it is comprehended without being actually expressed in 
words 1 it [is an instance of] Semi-uttered Expression ( anulcta- 
si'lelhi, lit. unuttered achievement) 2 * * . 


Compliment 

41. When words are uttered in a pleasant mood to honour 
an honourable person and to express joy [for his acts] it [is an 
instance of] Compliment (priyokti, lit. pleasing utterance) 8 . 

42. These thirtysix characteristic marks of a dramatic (lit. 
poetical) composition conducing to the object in view {i.e. writing 
plays) will beautify a play (lit. composition) 1 and [hence 
they] should be properly used according to the Sentiment 2 [intro¬ 
duced in it]. 

Pour figures of speech 

43. Four figures of speech available in drama 1 are : Simile 
{upama,) Metaphor (rupaka), Condensed Expression (dlpaka, lit. 
lamp) and Yamaka. 


39 (C.39 ; B.p.363, XVI.39). 1 Cf. SD.466. Ag. roads this def. 
in translation as follows : When a proclamation of various qualities 
of a person takes place, but his faults are not given otil, it is {called 
an instance of] Enumeration of Merits (guna-kirtana). See B. XVI. 9. 

40 (C.40; B.pp. 363-64, XV 1.40). 1 C. vijanatu for vinbnukta. 

Cf. 8D. 469. Ag. reads this as a variant of the def. paridevana et<» 
(see 38 note above). 

41 (C.41; B.p.364, XV1.41). 1 Cf. SD- 470. Ag. reads this 
differently, see above 27 note 1. 

42 (C.42; B.p,364, XVI.42). 

1 C. kavyesu sodaharavani for prabandhaiobhakarani, C. balunu- 

rupam (rashnuntpa >»), C. for yatharasani. 

43 (C.43; B.XVI.40). 1 B. reads the second hemistich as kdvyasy 

etc hya/aifikund catvdra!/ parikirtituh. 
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Simile 

44 When in a poetical composition anything is compared 
on the basts of some similarity it is [an instance of] Simile («/>»«.) 

It relates to quality and form* * 

Number of objects compared 

45-49. This comparison maybe of one with one or many, 
or of many with one, or of many with many. (Samples o these 
are as follows): your face is like the moon (one compared \w i 
one)" stars shine like the moon (many compared with one), 
having an eye like 1 that of a hawk, a peacock and a vulture (one 
oomparedjwith many); and elephants are like clouds (many com- 

pared with many). 

Five kinds of simile 

50. Simile is of five kinds, viz. [that of] praise (prasama), 
[that of] censure (ninda), [that of] conceit {halyita), [that of] 
uniqueness (sadsri. lit. similar looking) and [that of] partial 
likeness (Icimcit xadrsi). 

Simile of praise 

51. The king was pleased to see that large-eyed lady just 
as the sages are pleased to see the success incarnate alter it has 
been achieved with austerity. 

Simile of censure 

52. The woman clung to that rough-looking person devoid 
of all good qualities just as a creeper clings round a thorny 1 
tree which has been [partially] burnt by the forest-fire* 

Simile of conceit 

u3. The Elephants exuding ichor and moving slowly with 
gracefulness look like mobile mountains. 


44 (€.44; R.XVI.41). , . ,. 

45-49 (C.45-49; B.XVI.4‘2-45). ' ekasyanekavtsaya should 

emended to anckasy ckavuayh (47b). 

* tu/yaksa (ms. rui in B.) for tulyartha (B. ( .). 

50 (C.50; B.XV1.46). 51 (0.51; B.XVI.47). 

52 (C.5‘2: B. XV 1.48). 1 Road kantakinam for kan\hagatavh l • 

53 ( 0.53; B.XV 1.49). 


bo 
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Simile of uniqueness 

54. What you have done today to satisfy souieone else’s 
desire, is comparable only to your [other] superhuman 1 deeds. 

Simile of partial likeness 

55. Here is come my lady friend whose face is like * the 
full moon, eyes are like the petals of a blue lotus and the gait 
is like that of an elephant in rut. 

56. These briefly are the varieties of similes. Those not 
described here are to be gathered from [different] poetical works 
and from the popular speech (lit. the people). 

Condensed Expression 

57. When words agreeing with different [sets of] words are 
combined into one sentence by way of illuminating them together 
it is [an instance of] Condensed Expression (lUpaka, lit. light) 1 . 

Example : 

58. In that region (lit. there) fuilness (lit. want of emptiness) 
was always effected 1 by swans in the lakes, by flowers in the trees, 
intoxicated bees in the lotuses and by friendly groups [of men and 
women] in the parks and the gardens. 

Metaphor 

59. An image of slight likeness which is*, conceived due to 
indecision [from objects] characterised by similar limbs, is called 
Metaphor ( rupaJca )-*•• 

« 

Example : 

60. The pool of water and women, with their lotus-faces, 
Kumuda-smiles, beautiful and open Nxlotpala-eyes and swans 
cackling around, seem to be talking to one another. 


54 (C.54; B.XVI.50) 


1 Road atimanusa for iti manusa. B. 


65 (C.55; B.XVI.51). 56 (C.56; B.XVI.52). 

57 (C.6U; B.XVI.53). 1 B. gives an additional def. (XVI.54). 

58 (C.61; B.XVI.55). 1 The plain meaning is that the lakes were 
full of swans, the trees full of flowers, lotuses full of bee9, and the parks 


and gardens full of friendly groups of people. 

59 (C.58; B.XVI.56). 1 (B.XVI.57) and (C.57) give a second 

def. which does not appeal- in all mss. 

60 (< ‘.69; B.XV1.58). 
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Yamaka 


61. Repetition of words at the beginning of the feet and 
the other places constitute Yamaka (lit. twin). Listen to their 
characteristics which I am going to tell [you] 1 . 


Ten kinds of Yamaka 


62-G4. Yamakas are of the ten kinds : Padauta Yamaka, 
Kaiici Yamaka, Samudga Yamaka, Vikranta Yamaka, Cakravala 
Yamaka, and Sandasta Yamaka, Pad ad i Yamaka, Amredita 
Yamaka, Catur-vyavasita Yamaka and Mala Yamaka. 

Padauta Yamaka 

65. When similar syllables occur at the end of all the 
four feet they constitute Padauta \ amaka. 

Example : 

06. dina-ksayat samhrta-ra^mi-mandalam 

diviva lagnam tapaniya-mandalam I 
vibhati tamram divi surya-mandalam 

yatha tarunyah stana-bhara-mandalam li 

At the decline of the day, the reddish (lit. copper-coloured) 
orb of the sun shorn of its cluster of rays, shining like a golden 
disc in the heavens, looks like a big round breast of a maiden.^. 


Kaiici Yamaka 


67. Two similar words occuring at the beginning and at the 
end of each foot constitute Kaiici Yamaka. 


61 (G.62; B.XVI.59). 1 For an old definition of Yamaka see 

Bkamalia; II. 17. 

62-64 (0.63-65; B.XVJ.60-62). 1 Bhamaha mentions a fivefold 

division of Yamaka See II. 9. He scorns to have known the tenfold division 
of the NS., and is of opinion that his fivefold division includes nt least, 
Sandasta and Samudga Yamakas. See II. 10. 

65 (C.66; B.XVI.63). 

66 (0.67; B.XVI.64). * B. gives an additional def. (B,X\ 1.66), 

67 (C.68: B.XV1.66). 
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Example : 

68. yatuayama^ candravatinam dravatinam 

vyaktSvyakta sara-janlnam rajaninain I 
phulle phulle sa-bhramare va’bhramare va 
rama’rama visinayate ca smayate ca 1 II 

The length of hours (; yama ) of the moon-lit. nights, passing 
swiftly in the company of young women are scarcely perceived- 

Flowers having blown whether with or without bees, the fail 
lady looks at them admiringly, and the park smiles [with their 

beauty]. 

Samudga Yamaka 

69 When the same hemistich by its repetition completes 
the verse it is [an instance of] Samudga "V atnaka. 

Example : 

70. ketaki-kusuma-pandora-dantah 

6obkate pravara-kanana-hasti I 
ketaki-kusuma-pandura-dantah 

iSobhate pravara-kanana-hasti II 

The very big wild elephant with its tusks as pale-white as 
Ketaki flowers, looks beautiful ; and the elephant-like large foiest 
looks beautiful with Ketaki flowers as its pale-white tusks. 

Vikranta Yamaka 

71. When two alternate feet are similar, it is [an instance 
of] Vikranta Yamaka. 

72. sa purvara varano bhutva dvisranga iva parvatah I 
abhavad danta-vaikalyad-visrnga iva parvatah II 

Formerly being an elephant comparable to a two-peaked 
mountain, [now] its two tusks being broken it has become like a 
mountain without any peak. 

68 (C.69; B.XVI.67). 

69 (0.70; B.XVI.68). 1 R<*d yama-yamas for yhma.n yamam (B) 

and mayu maya (C). Tins Yamaka occurs in Bhamftha, II. 10, and 
Dandin,:HI.58-54 70 (0.71; B.XVI.69). 

71 (C.72; B.XVI 70). 72 (0.73 ; B.XVI.71). 




313 



DICTION. OF A PLAY 
Oakravala Yamaka 


73. When the word at the end of a foot is similar to the 
word at the beginning of the next foot it is fan instance ofj 
Cakravala Yamaka 1 . 

Example : 

74. Marais 1 tatha satrubhir ahata hata 

hat^ ca bhuyas tv anupumkhagaih khagaik I 
khagaiS ca sarvair yudhi sancitas citas 
citadhirudha nihatas talais talaih. II 

Thus they were killed after being struck by arrows of the 
enemies as well as by birds of prey flying closely behind such 
missiles ; the battle-field was swamped with such birds by which 
dead bodies placed on the funeral pyre were being pounced upon 
With their [sharp] talons. 2 

Sanda§ta Yamaka 

75. When the two words at the beginning of a foot are 
similar, it is [an instance of] Sandasta Yamaka. 1 

Example : 

76. paSya pasya me ramanasya gunan 

yena yena vasagam karoti mam I 
yena yena hi maraaiti darsanam 
tena tena vasagam karoti mam ll 

Look at the qualities of my lover, by which he makes me 
how to him, and he charms me by those qualities with which he 
comes to my view. 

Padadi Yamaka 

77. When the same word occurs at the beginning of each 
foot, it is [an instance of] Padadi \ amaka. 


73 (0.74; B.XVI.72. 1 B. has an additional definition (B.XV 1-7-0 "1 

°f Oakravfcla Yamaka. 

74 (0.75; B.XV1.74). 1 Emend ratios to sarais. 

- Q, reads citadhiftujha hi kata hata narah. 

75 (0.76; B.XV1.75). 'This term occurs in Bhamaha. 11.10, and 
Dandin, 111.51-52. But the lattor’s dof. is different. 

76(0.77; B.XVI.76). 77 (C.77; B XV1.77). 

40 
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Example : 

78. ' visnuh srjati bhutani visnuh samharate prajah 1 

visnuh prasute trailokyam visnur lok&dhi-daivatam II 

Visnu creates all living beings ; Visnu destroyes all creatures; 
Visnu creates (lit. gives birth to) the three worlds and Yisnu is the 
over-lord of [all] the worlds. 

Amredita Yarnaka 

70. When the last words of a foot are reduplicated, it 
becomes [an instance of] Amredita Yarnaka. 

Example : 

80. vijrmbhitam nihsvasitam muhur muhuh 

katham vidheya-smaranam pade pade I 
yatha ca te dhyanam idam punah punah 
dhruvam gata tarn 1 raj am vina vina II 

[You had] deep repeated sighs, [you] remembered [her] as 
you uttered her name frequently and thus as [you were] in cons¬ 
tant meditation [of her] your [sad] night passed without her. 2 

Catur-vayavasita Yarnaka 

81. When all the feet consist of similar syllables it is [an 
instance of] Catur-vyavasita Yarnaka. 

Example : 

82. varan anarn ayam eva kalo varananam ay am eva kalah I 
varananam ayam eva kalo va rananam ayam eva kalah ll 

This is the time of the Varana [flower] ; this is the 
season when the elephants ( varana i) are free from disease. This 
is the time [for] the enemies to come ; or this is the time for 
[going to] battle. 

Mala Yarnaka 

83. When one consonant with different vowels occurs in 
various words it is [an instance of] Mala Yarnaka. 


78 (C.?8; B.XVI.78). 79 (C.79; B.XV1.79). 

80 (C.80; B.XVI.80). 1 Emend te to tarn. 

* The trans. is not very literal . 

81 (0.81; B.XVI.81). 32 (0.82; B.XVI.82). 88 (C.88; B.XVI.88). 
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Example : 

84. hall ball hall mall suli kheli lall jail I 
balo balocca-lolakso musali tv abhiraksatu ll 

Let the strong Balarama, the garlanded Balararaa, who 
holds a a spike, is sportive, faltering [in gait] and is full of 
Sentiment, and Balarama who is high in strength and who 
has his eyes rolling and who holds a club, protect you. 

85. asau hi nun a rati-vigraha-priya 

rahah-pragalbha ramanam raho-gatara l 
ratena ratrau raraayet parena va 

no eed udesyaty arunah puro ripuh tl 

This beautiful woman who is fond of loves fight and is 
unashamed in it, will secretly please her lover at night with the 
best embrace, till the sun will rise in the east as her enemy. 

86. sa puskaraksah ksatajoksitaksah 

ksarat ksatebhyah ksatajam durlksam i 
ksatair gavaksair iva samvrtahgah 
saksat sahasraksa ivavabhati ll 

The lotus-eyed one having his eyes bathed in blood, letting 
fall from his wounds awful blood and [having his body] covered 
with window-like wounds looked like the thousand-eyed god 
(Indra) in person. 

87. A play (lit poetical work) should be composed by 
[introducing] these [characteristic] marks after considering their 
objects and functions. I shall speak hereafter about faults (>losa) 
in such works. 

Ten faults 

88. Faults in a play (lit. poetical work) may be of ten kinds 
such as. Circumlocution {gutfWtha), Superfluous Expression 
(a rthaMaro), Want of Significance ( artluiMna ,), Defective Signi¬ 
ficance {hhinnartha), Tautology {>Mrthn), Want of Synthesis 

84 (C.84: B.XVI.84). 85 (C-85; B.XVI.85). 

86 (C.86; B.XV1.86). 87 (C.87; B.XVI.87); 

88 (C.88; B.XVI.88). 
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Sweetness ( niadhurya ), Grandeur (ojds), Agreeableness (smku- 
marya, lit. delicacy), Directness of Expression (artha-vyakti, lit. 
expression of meaning), Exaltedness (udara, lit. deep) and 
Lovelines (leant i). 

Synthesis 

97. Union of words connected through meanings intended 
is called Synthesis {slesa) 1 . 

Perspicuity 

08. Where the unexpressed word or sense is comprehended 
through a use of easily understood words and sense, it is [an 
instance ofj Perspiciuty (prasada) 1 . 

Smoothness 

99. When a composition does not contain too many un¬ 
compounded words, redundant expressions and words difficult to 
understand it is [an instance of] Smoothness (xamatd) 1 . 

Concentration 

100. Possessing some special sense which the men of genius 
can find out in a composition (lit. here) is called Concentration 
{xamadhi) 1 ■ 


have ten Gun as and name them similarly But their descriptions are 
different. Cf. De, Skt. Poetics, II. pp.l5ff. Nobel, Foundations, pp- 104ff. 

97 (C.97; B.XVI.97). 1 Cf. Viimana, III. I. 11 ; Danclin I. 43-44. 
BC. give another description (C.98, B.XV1.98) of this Guna, which in 
translation is as follows : A [composition] which is, imbued with deep logic 
but from its nature is [very] plain and is very well-knit-together is 
called Compact (Elista). 

98 (C.99; B.XVI.99). 1 Cf. Vamana III. 1. 6; Dandin 1-45. 

99 (C100; B.XVI. 100). 1 Cf. Vamana III. 1.12; Dandin 1-47-50- 

(B.XVI.101) and C. (100) gives an additional description of this Guna 
which in translation is as follows: When alamkiiras and gunas match 
and, illuminate one another it is called [an instance of] Smoothness 
(samnta)- 

100 (C.p.212 f.u. 1. B.XVT.102). 1 Cf. Vamana, 111. 1.13; Dandin 

1.98-94. B.(XV1.103) and C (101) gives an additional description of 
samadhi, which iu translation is as follows : Careful condensation of 
meanings suggested by and derived from similes, is called Concentration 
(rtumnelhi). 
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Sweetness 

101. When a sentence heard or uttered many times does 
not tire or disgust [anyone], it [is an instance of] Sweetness 
( niUdhurya ) 1 . 

Grandeur 


102. When a composition consists of a use of many and 
varied compound words exalted [in sense] and agreable [in sound], 
it is [an instance of] Grandeur (ojets ) 1 . 

Agreeableness 

103. When a composition consists of words easy to pronounce, 
euphonically combined, and giving agreeable impression [even when 
treating some unpleasant topic], it is [an instance ofj Agieeableness 

(saukumarya ) 1 . 

Directness of Expression 

104. If any subject (lit. action) relating to the [common] 
events occurring in the world gets expressed by moans of well- 
known predicates} it becomes [an instance of] Direct Expression 
{artha-vyakti) 1 . 

Exaltedness 

105. When in a composition superhuman characters are 


101 (CU02; B.XVI.104). ' Cf. Vamana III. 1. 11-21; Dandiu I. 

£>1-53. 

102 (C.p.212, f. n. 2; B.XVI.105). 1 Cf. Vfunana III.1.5; Dandiu 

1.80-85. B. (XVI.106) and C. (103) gives a second definition of tins 
Gun a which in translation is as follows : If a [ composition otherwise ] 
censured and deficient in quality reflects an exalted sense through 
its words and is rich in sound and sense it becomes [an instance of ] 
Grandeur (ojah). Hemacaudra utilised this definition (Ch. IV.) 

103 (C.104; B.XVI.107). * Cf. Vamana III. 1. 22; Dandin calls 

this sukumarata, 

104 (C.p.212, f. n. 3; B.XVI.108). 1 C. sufranddhadhatum for 

snprasiddhabhidkana, (B.XVI.109) and C.(105). gives a second definition 
of this Guna, which in translation is as follows •• When the meaning 
of a composition can be grasped by the penetrating mind just after 
its recital (lit. use ) it is [an instance of 1 Directness of hx press ton 
(arthavyakti). 105 (C.p.212, f, u, 4; 13.XA 1.101). 
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(abhiplutarthcu), Logical Defect (tti/ayadqpeta), Metrical Defect 
visama), Hiatus ( visandhi ) and Slang (mbdaojuta) 1 . 

Circumlocution 

80. Mentioning [anything] by means of a [manufactured] 
synonym, is to cause Circumlocution (yudhariha, lit. hidden 
meaning) 1 

Superfluous Expression 

When anything not to be mentioned is described it is [a 
case of] Superfluous Expression (arthantara ) 2 3 * * * * * . 

Want of Significance 

90. An expression which is irrelevant 1 or which remains 
incomplete 2 is [an instance of] Want of Significance (arthahlna ) 9 . 

Defective Significance 

Defective Significance ( bhinnartha, lit. broken meaning) 
includes an expression which is not refined, or is worthy of a rustic. 

91. When the intended sense is changed into another sense 
it is also called Defective Significance. 

Tautology 

92. Tautology ( ehartha ), means [indiscriminuting] use of 
[many] words for a single purpose 1 . 


1 For a discussion of the faults in NS. see S* K, De, Skt. Poetics, 
II, pp. 19. 

89 (C.89; B.XVI.89). 1 An example of such a synonym is Ekadktka - 

nava-vtmana for Ddsaratha, Of. Bhamalia (1.37.) seems to be using 
gurjhasabiabhidhana in an identical sense. See 1. 45-46* S. K. De trans¬ 
lates this term as "use of difficult expressions” (loc. cit). 

2 An example of such an expression is ^1*1 

‘The beautifid lady's look injects (lit. spreads) indeed love as well as anxiety 
and insensibility. Here ^‘anxiety and insensibility’ are superfluous, lor 
love includes these two states of the mind (Ag.). 

90 (C.90; B.XVI.90). 1 Au example of such an expression is 

«nuifq (wfa) xsnert To say that a tnugdha 

heroine can be samararcatura (expert in love) as well, is incoherent. (Ag*). 

3 The example of savasesa is s 

8 For mahatma khagyavasai may be construed as mahatma ahhhgya- 

vasat and thereby its meaning may remain incomplete or undecided without 

a reference to the context. 91 (C.91; B.XV 1.91). 

92 ( 0,92; B.XVI.92). 1 An example of Tautology ( chart- ha) is 

kundendu-hara-hara-hasa-sitam, White like a Kuuda flower, the moon 
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Want of Synthesis 

[When a sentence is] completed within [each] foot [of a verse] 
it [is an instance of] Want of Synthesis (abhiplutartha ) 2 . 

Logical Defect 

93. Anything devoid of reasoning is an example of Logical 
Defect (nyayad-apeta ) x . 

Metrical Defect 

Lapse in the metrical structure is called Metrical Defect 
(t mama, lit. unevenness). 

Hiatus 

94. When words | which should combine in band hi] arc kept 
separate it is [an instance of] Hiatus ( visandki ). 

Slang 

When a sound or accent is dropped it is an instance of slang 
(sabdacyuta, lit. lapse in a word) 1 . 

Gunas 

95. These are the faults of a poetical work properly des¬ 
cribed by me. Gunas (merit) are their negation and are characterised 

sweetness and depth of meaning 1 - 

The ten Gunas 

96. The ten Gunas are : Synthesis lit, union), Pers¬ 

picuity ( prasada ), Smoothness (samata), Concentration (samadht), 


a nd the laughter of Siva. Any one simile would have been enough. 
Lach simile here serves the same purpose and lienee Tautology has 
occurred (Ag.). See Bhamaha, IV. 12. 

2 Read sainapyate (ms. na . in B.) for samasyate . An example of 
this is Kjmr ?ftfcT§* sSftoT ^ urafiww. Here 

a U the four feet contain four complete sentences which are not connected 
^vith one another by sense. 

93 (0-93; B.XVI.93). 1 nyayvad-apetam^demkala-virnddham etc. 
‘defying the limitation of place and time . Bhamaha s di$ti~b(d(i- 

kala-loka nyi\yagam a - v i rodh it a (lV.28tf) seems to be included in this. 

94 (C.94: B.XVJ.94). 1 Such dropping occurred probably due to 

the Prakritic habit in speech. 

95 (C.95; B.XVI.95). 1 Vamaua holds the opposite view (#wm- 

v iparyayatmano donah II. 1.1.) and according to him Gunas are positive 
entities (kava-sobhayah kartaro dhnrma gunah, III, 1. 1). 

96 (0.96; B.XVI.96). 1 Bhamaha, HI. 1. 4-. and Damjim 141-94 
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described in relation to the Erotic and the Marvellous Sentiments 
and the various States, it is [an instance of] Exaltedness (udatta) 1 . 

106. That which [in a composition] while describing the 
sportive movement of [a character] delights the ear and the mind 
just as the moon [pleases us], is [an instance of] Loveliness (kanti) 1 - 

Alamkaraa, and Gunas according to Sentiments 

107. These are the figures of speech, faults and Gunas 
[available in a poetical composition] ; I shall now describe their 
application in connexion with different Sentiments. 

Sounds and Figures of Speech according to Sentiments 

108. The poetical composition in connexion with the Heroic, 
the Furious and the Marvellous Sentiments should consist mostly 
of light syllables and should include similes and metaphors. 

109-110. In the Odious and the Pathetic Sentiments it (the 
composition) should be similar except that it should consist mostly 
of heavy syllables. 

Metres according to Sentiments: in the Heroic and 
the Furious S.t*timents 

Whenever any act of boldness is described (lit. occurs) in 
connexion with the Heroic and the Furious Sentiments, it (the com¬ 
position) should be in the Arya metre and should have metaphor 
and Condensed Expression in it. 

In the Erotic Sentiment 

In the Erotic Sentiment the composition should be in gentle 
metres. 


1 Of. Vamana, III. 1. 23; Daudin, I. 76-78. B.(XV1. III.) and 
C(106) give along with this a definition of the Guna named udara. 
In translation it is as follows : When the composition includes witty 
and graceful words having many special senses which are marvellous, 
it is [an instance of ] Exaltedness (udatta). 

106 (C.p.212 f. n. 5; B.XVl.112). 1 Of. Vamana, III. 1. 26; Damhn, 

I. 85-88. C (107), gives an additional definition of this Guna, which in 
translation is as <ollow« ; When a composition gives delight to the ears 
as well as to the mind on account of its wcll-pnt-togcthcr words. it is 1 .an 

•nslance of I Loveliness (kiinti). _, ri 

107 (0.108; B.XVI.U3). 108 <0.109; B.XVJ.LH). 

109-110 (0.110-111; B.XVI.U5-L16). 
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In tho Heroic Sentiment 


111-112. In the Heroic Sentiment the poetical composition 
should have gradation [of sounds] and it should be in metres of the 


~ L --J 

Jagati, Atijagati and Samkrti types. In the description of battles 
and tumults Utkrti has been prescribed by the experts. 


In the Pathetic Sentiment. 

Sakkari and Atidhrti would be the proper metres in the 


Pathetic Sentiment. 


In the Heroic and the Furious Sentiments 

113. The metres pi'eseribed for the Iloroic Sentiment may 
be applied in the Furious Sentiment as well; and as lor metres in 
the rest of the cases (?’. e. those not mentioned) they should be 
made suitable to the meaning intended. 


Vowel-long th in different Sentiments and States 

114. In connexion with the drama the poets should use * 
short, long and prolated {pluta) vowels for representing different 

Sentiments and States. 

115. In the intonation [in Recitation] a vowel consisting of 
one Matra is short, of two MatrSs is long and of three Matras is 
prolated ( pluta ). 

Uses of the prolated vowel 

110. In remembering anything, in [expressing] indigna¬ 
tion 1 , in lamenting or in the reading of Brahmins the prolated 
{pluta) vowels occur. 

117. [Syllables concerned in these connexions] will be V 
for remembering, ‘ti’ for indignation, ‘ha’ for lamentation and dm 
tor the reading of Brahmins. 


111-112 (0.112-118; B.XVI.117-118). 

118 (0.114; B.XVJ.119). 

114 (C.115; B.XVI.122). 1 0. kavyam vij'tieyam for kiiryam 
kavibhir. 


115 (0.116; B XVI123). 

116 (C.l 1 7 ; B.XVI. 124). 1 C. smrtc east ray ute for smrte rasp yUe. 

117 (C.118; B.XVI. 125). 

41 
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118. Besides these, other syllables in a play (lit. poetical 
composition) should also be made short, long or prolated (pluta) 
according to the Sentiments and States [they are to express]. 

119. The uneven and uneven metres' which have been 
described before should also be used in composition with agreeable 
and soft sounds according to the meaning [intended] 1 . 

120. The playwright should make efforts to use in his 
composition sweet and agreeable words which can be recited by 
women. For, furnished with these (i.e. such words] a play will 
appear very much beautiful just as lotus-lake [will appear] adorned 
with swans. 

121. With harsh words such as cehidita 1 , delicate dramatic 
art does not appear beautiful just as a public woman does not 
appear well by the side of Brahmins who are clad in Ruru-skin, 
and are annointed with ghee and who carry the skin of black 
antelopes and have the Aksa-mala [in their hands]. 

122. A play abounding in agreeable sounds and senses, 
containing no obscure and difficult words, intelligible to country- 
people 1 having a [good] construction, fit to be interpreted with 
(lit. fit for) dances, developing Sentiments by many [characters] 3 
and having suitable Junctures ( sandhi ) and their [proper] unions, 
becomes fit for presentation to the spectators. 

Here ends chapter XVII of Bharata’s Natyasasti’a. 
which treats of the Characteristics of a good play in connexion 
with the Verbal Representation- 


118 (C,119; B.XVI.126). 

119 (C.120; B.XVI.120). 1 B. reads 120a ns yac chandah fiurvam 

evoklam visamardkasatne samain. B. sabdats tat karyam tu rasanugam 
for kanjas te'rthavdsanugah. 

120 (C.121; B XVI.121). 1 The word cckrnjayatam occurs in the 
Avi. (111.18) ascribed to Bhasa. (See A.D. Paealker, Bhasa, Lahore, 
1940, p.131). 

121 (C.122; B.XVI.127). 

122 (0.123; B XVI.188!. 1 0. budhajanaiukhayogyam yuktitnan. 

8 B. bahukrtarasa/mrgmn for bahumsakrtamargam, C. 




CHAPTER EIGHTEEN 
RULES ON THE USE OF LANGUAGES 

The Prakritic Recitation 

1. x Thus I have spoken in brief 2 of the Banskritic Recitation. 
Now I shall speak of the characteristics of the Prakrit.c Recite ion. 

2. The former (lit. this) [when] changed and devoid of tin, 
quality of polish, is called the Prakritic Recitation, and it has as 
its chief feature changes due to different conditions. 

Three kinds of the Pkt. Recitation 

3. In connexion with the dramatic representation, it (the 
Pkt. Recitation) is of three' kinds, vis, that with the same words 
[as in Sanskrit] {«!■» -Mda), that with corrupt (nWirort.) words 
and that with words of indigenous origin {dc$i)- 

4. A sentence contaning words like kamala, amala, renn, 
taranga, Ula, salila and the like are used^ in the Prakrit compost- 
tion [in the same manner] as in Sanskrit. 

5. 1 Sounds which change their combined form or vowels 
or sustain loss and that often in the middle of a word are 
corrupt ( vihhrasta)- 3 


1 (C.l, B.XVI.1). 1 For an English translation (with die text am 

lotes) of XVIII. 1-24, seeM. Ghosh, "Date of the Bharata Natyatestra , 
JDL Yol. XXV. (1933). For a French translation (together with the 
omanised text) of this chapter see I, Nitti-Dolci, Les Grammamens 

Prakrits, 1938, pp. 64-V6. 

2 satnasatah (C. dvijottatftah). 

2 tC.‘2; B.XVII.2). 1 Of. Nitti-Dolci, p.70. 

3 (C 3- B XVII 3). 1 Later Prakrit Grammarians called the uhovt 

;hree classes’of words tatsama, tadbhava and Mi respectively. 

4 (0.4; B.XVH.4b-5a). 1 B. reads one, additional hemistich (4a) 

before tbie. Of. Nitti-Dolci; p«20. 

5 (C.5; B.XVTL5b-6a). ‘ Of. Nitti-Dolci. p.70. 

■ C; yhnh ***** B f« /»«**" **»*“'“’ G 

3 B. reads one additional couplet uftei o. 
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Vowels and simple consonants 

6. Sounds following e and o (i.e. ai and au) and the A.nu- 
svara [in the alphabet] do not occur in Prakrit. And such is the 
case with sounds between va and sa (i.e. sa and so.) and the final 
sounds in the ha, ca and ta groups (i.e, ha, ha, no). 1 

7. Ka, ga, ta, da, ya, and va are dropped [in Prakrit] and 
the meaning is carried by the [remaining] vowels, and hha, gha, 
tha, dha and blia become ha without giving up the meaning of 
the word. 

8. In Prakrit ra does neither precede nor follow [a conso¬ 
nantal sound] except in cases of bhadra, vodra, hrada, candra 

and the like. 1 

9. Elia, gha, tha, dha and bha always become ha in words 
such as muleha, megha, hatha and vadlm prabliuta. 1 And as for 
ka, ga, ta, da, ya 2 and va, the vowel 3 following them always 
represents them. 

10. Sa it should be known, always become cha in words 
such as satpada. 1 The final syllable of kila should be ra and the 
the word hhalu should become him. 


6 (C. 6-8; B.XVIl.7). 1 This together with three following couplets 
are written not in Skt. but in Prakrit. Hence they seem very much 
to be an interpolation The first of these occurs as a quotation (with¬ 
out the author's name) in a late metrical work edited by M.H.P. 
Velankar (Annals of the Bhandarkar Inst. XIV. 1932-33, pp. 1-38, 
citation, Nitti-Dolci, p.71). 

7 (C.6-8; BXVII.8). 

8 (C.6-8; B XVII. 9). ’ Nitti-Dolci and B. reads padra for draha. 

See chaya and Ag. and also PSM. for the Pkt. words.Of. Nitti-Dolci, p,71. 

9 (C.6-8; B.XVH.10). 1 Evidently hard aspirates in case of other 

words did not change. Ag’s. example of such words are kheta, parigha, 
atha . This speaks of the high antiquity of the Pkt. of the NiS. 

2 The non-aspirate consonants mentioned here are to be understood 
as devoid of tho inherent vowel 'a’. 

* The word saro ( - svarah) here means “vowel” and not''sound”. 
Of. Nitti-Dolci p.71. 

10 (C.9; B.XVJl.l U. 1 Ag. i6 Biioui about thin saipadudi genia . 
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11. 'Fa becomes dct in words such as bhaia, Icvti and lata, 
and sa and sa always become sa, e.g. visa (visa) and saml a (sonha)» 

12. In words such as itara and the like ta standing not in 
the beginning of a word becomes an indistinctly pronounced 
da. 1 Da in words such as vadava and tadaga becomes la. 

13. Tlia in words such as satha, patha, pUhi and the like 
become dha, and na becomes na everywhex'e in pronunciation. 

14. Pa [in it] changing into va, cbpana becomes aiana. And 
except in case of words like yaihci and tathd tha becomes dha. 

15. One is to know parusi as phwiisa, ior pa becomes pha 
[in it], and mrga will be changed to mao while virta will also 
be ma' 1 . 1 

10. Au employed in words \i\ce ausadha etc. will change to 
o, and ca in words such as pracaya, acini and acala etc. will 
change into ya. 1 

17. Thus, [change] the sounds in Prakrit when they are 
not mutually connected (i-e. they are simple). Now I shall de.-cribe 
the change of conjunct sounds. 


Conjunct consonants 



and dhya into (j)jha, sta into ttha, sla into ttha■, sma into m >a, 


11 (C.10; B.VII.12). 

12 (C.ll; B.XVH.13). 1 This indistinctly pronounced da is perhaps 

a spirantised da, Ag. thinks that it is somewhat like a la. 

13 (C.I2; B.XVII. 14 f.ii.). 1 B. reads the iirst hemistich as follows = 

o wiA ssgqstfa and C. too differently. Dha in vardhana 

(z c. in combination with rd) changes into <]ha. 

14 (C.12b-13a, B.XV1I15), 

15 (C.lSb 14a B. XV 11.16). ‘The word man ( maya ) from ant a 
ra w'll as mrga had its spirantisod da reduced to y+iruti which how¬ 
ever was not shown in writting during the early days of this phonetic 

change (Bee MQ. V III. 1933, suppl. p. U-15X 

16 (C.l4b-15a; BXVU.17). 1 This ya-Srutt for ca did not, probably 


at once lead to its graphic, elimination. 
17 (C.16b-I6a; B.XV1I.18). 


18 (C.l6b-I8a; B.XV11.19.) 
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37. Sanskrit Recitation is to be assigned to queens, cour¬ 
tezans 1 , female artistes to suit special times and situations in which 
they may speak. 

38-39- As matters relating to peace and war, the auspicious 
and inauspicious movements of planets and stars and cries of birds 
concern the well-being or distress of the king these are to be known 
by the queen, and for this reason she is to be assigned Sanskritic 
Recitation in connexion with these (lit. in that time) 1 . 

40. For the pleasure of all kinds of people, and in con¬ 
nexion with the practice of arts, the courtezans are to be assigned 
Sanskritic Recitation which can be easily managed. 

41. For learning the practice of arts and for amusing the 
fang the female artiste has been prescribed to use Sanskrit in 
dramatic works 1 . 

42. The pure speech of the Apsarasas 1 is that which has 
been sanctioned by the tradition (i.e. Sanskrit), because of their asso¬ 
ciation with the gods ; the popular usage conforms to this [rule]. 

43. One may however at one’s pleasure assign Prakritic Reci¬ 
tation to Apsarasas [while they move] on the earth. [But to the 
Apsarasas in the role of] wife of a mortal also [the same] should 
be assigned when an occasion (lit. reasons and need) will occur 1 . 

44. In the production of a play their [native] language 
should not be assigned to tribes such as, Barbaras, Iviratas, 
And liras and Dramidas 1 . 


37 (C.35-36a; B.XVII.39). 1 Au example of this is Vasantasena 

speaking Skt. (Mfcck. IV.). 

38-39 (C.36b-38a; B.XVIJ.4G-41). 1 This rule cannot possibly be 
illustrated by auy extant drama. 40 (C.38b-39a ; B.XVII.42). 

41 (C.39b-40a; B.XV1I.43). 1 There is possibly no example of 

this in any extnnt drama. 

42 (C.40b-41a; B.XVII.44)* 1 No play with an Apsaras speaking 
Skt. is available. All the Apsarasas in Vikram, speak Pkt. 

43 (C.41b-42a; B.XVH.45'. 1 Read manusinum ( ca in B ) for 
mdnusunam. Urya6I is an example of an Apsaras who became the wile 
of a mortal* (Vikram). 

44 (0.42b-43a ; B, XVII. 46). » Bee NS. XXIII. 99 notes. 
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* 45. To pure tribes of these names, should be assigned 
dialects current in Saurasena. 

4G. The producer of plays may however at their option use 
local dialects ; for plays may be written in different regions [for 


local production]. 

Seven major dialects 

47, The Seven [major] dialacts {bhasU) are as ^follows . 
Magadhi, Avanti [Avantija], Pracya, Saurasem (Suraseni), 
Ardhamagadhi, Balilika, Daksinatya - . 

48. In the dramatic composition there are, besides, many 
less important dialects (vibhasa) 1 such as the speeches of the Sakaia, 
Abhlras, Candalas, Sabaras, Dramidas 2 , Odras* and the lowly 
speech of the foresters. 

Uses of major dialects 


49. [Of these] Magadhi is assigned to guards (lit. inmates) 
of the royal harem 1 , and Ardhamagadhi to menials, princes and 
leaders’ of merchants* guilds 2 . 


45 (C.43b-44a; B.XVn.47). 46 (C.44b-45a; B.XVII.48). 

47 (C.45b-46a; B.XVII.49). 1 Magadhi, Saurasem and Ardha¬ 

magadhi are well-known. But any old and authentic description of 
AvantI, Pracya, Bahlika and Mksinatya Pkt. seems to be non-existent. 
According to Prthvldhara a very late authority, Mvcch. contains the 
specimens of AvantI and PrhcyS only. It is to be noted that the present list 
docs not include MaharSstrl.. See M. Ghosh. “Mahara§tri a late phase of 
Sauraseni”, JDL. 

48 (C.46b-47a; B.XVH.50). 1 By the word -vtbhasa 1 rthvidhara 

understands vididha bhdsa kinapatra-firayojyatvdd hinah. See Pischel, 
Grammatik, §§ 3-5. No old and authentic specimen of the vibhasas lias 
reached us. According to Prthvidhara the M?cch. contains SSkari and 
Caudal! besides DhakkI which last the NS. does not know. 

a It is curious that after forbidding the use of languages like 
Gramida (Dramila) in 4-4 above, tlie author is including it among the 
dialects that can be allowed in dramatic works. One possible explanation 
of tills anomaly may be that here we meet with a late interpolation, and 
Passages from 48-61. belong to a later stratum of the text. 

8 Read dravidMrajah for dramilandhrajah, B; dravufodmjah, l. 

See 55 note 1. Tvn , f 

4,9 (C.47b-48a; B.XVII.51). 1 For a list of such persons see DR. 11. M. 

a 'According to Pischel this passage assigns AMg- to servants. 
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19. Ascarija will be acchariya and niscaya mccliaya, 
utsaha ucchaha and pathya, paccha. 1 

20. Tnbhyam becomes tujjham, mahyam majjham, vindhya 
vimjha, dasta dattha and hasta hattha . 

21. GfnsmOr becomes gimha, slalcsna sanha , usna unha 1 -, 
jaksa jali'hha, paryahha pcillarnica. 

22. There is metathesis in the group hma occurring in 
words such as brahman etc., and in brhaspati [the group spa ] 
becomes pha, yajha becomes janna, bhuma bhimha. 

?•}. Ka and similar other letters (sound) while on the top 
of another letter (sound) will have to be disjointed in then- 

pronunciation 1 . 

21. Thus are to be learnt the pronunciation of Prakrit and 
Sanskrit. I shall discuss hereafter the classification of regional 
languages ( desa-bhasa ). 

25. The [languages] to be used in drama are of four types 
in which Recitation should be either of the refined (samsbda) or 
of the vulgar ( pralcfta ) kind. 

Four types of languages 

20. The Super-human Language (atibhasa), the Noble 
Language (aryaMasa) 1 the Common Language (jah-bhasa) and 
the Language of Other Animals {yonyantan bhasa)- are the [four ] 
languages occurring in plays. 

19 (C.18b-19a; B.XVII.20a-21a). 1 B. reads one additional hemistich 

between 19a and 19b. 

20 (C.19b-20a; B.XVII.2lb-22n). 

21 (C.20b-2la; B.XVH.22b-23a). 1 C. reads krsnah kanhaiu 

22 (C.2lb-22a; B.XVI1.23b-24a). 

23 (C 22b-23a; B.XVI.24b-25a). 1 This probably relates to svara- 

bhakti (anaptyxis). Kilesa (klesa), radana iratna) and duvara (dvara) 
may be examples of this. 

24 (C.23b-24a; B.XVII.25l>26a). 1 Cf. Nitti-Dolci. P-73- 

25 (C.24b-25a ; B.XVlI.26b-27a). 

26 (CJ.25b-26a; B.XVII.27b-28a). 1 Some commentators think that 

aryabham means a language in which Vedic words preponderate (A*.). 

a C. roads jutyantari aad yonyantan . 
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The Superhuman and the Noble Languages 

27. The Super-human Language is for the gods , and the 
Noble language for the kings*. These have the quuhfy of refine¬ 
ment* (4?*®a) and are current over the seven great dmsions 

{dvi-pa) of the world. 

The Common Language 

28 The Common Language prescribed loi use [on the 
stage] has various forms 1 . It contains [many] wopdsof Barbarian 
(mleceha) origin and is spoken in Bharata-varsa [on yj 

The Animal Language 

29. The Language of Other Animals 1 have their origin m 
animals domestic or wild and in birds of various species, and it 
follows the Conventional Parctice (naiya-dharmi). 

Two kinds of Recitatieu 

30 The Recitation in the Common language which relates 
to the four castes, is of two kinds, viz, vulgar {prWcrta) and refined 
(samshrta). 


27 (C-26b-27a; B.XVIJ.28b-29a). ‘The aiibhasa and 

are possibly the dialects of the pure Indo-Aryan speech, it shook >' >»' “ 
that “samkrta" (Sanskrit) as the nami of a language j ateen i-^ 
Bhoja takes at*, arya- and jati- bhatas respectively as tran a^ cdic), «r, 
(Pnrauic) and laukika (literary) speeches. See hr. 11. PP» * • 

• Road samskaraguna for mmskhta-phUiya (the ms. bha m 1 .). 

“ Read saptadviporpratistkita for samyahnyaya Pratis\hiia (the ms. 

bha in B). . 

28 (C.26b-27a; B.XVII.29b-30a). 1 Read vividka-jatibJiam ; vwid/m 

(ca , da in B.) for dvtvtdha. 

* The common speech or the speech of the commoners is distinguished 
here from that of the priests and the nobility by desenbu^t as con¬ 
taining words of Barbarian (mlcccha) origin. J wse wou s • 

been none other than vocables of the Dravidiau and Ausbac angu^Th 
entered Indo-Aryan pretty early in its history. See K Chattel , Ongu. 
and Development of the Bengali Language, Calcutta, 192b pp. 4-,L8. 

29 (C.27b-29a; B.XVlI.30b-8la). 1 Neither the NS. nor any 
extant drama gives us any specimen of the. conventional language of 
lower animals, which is to be used in the stage. 

SO (0.23b-29a; B.XVIL81b-32a). 


<SL 
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Occasion for Skt. Recitation 

31. In case of the self-controlled (dhira) Heroes of the 
vehement (uddhata), the light-hearted (lalita), the exalted (udatta), 
and the calm ( prasaiita ) types, the Recitation should be in Sanskrit. 

Occasion for Pkt. Recitation 

32. Heroes of all these classes are to use Prakrit when the 
occasion demands that. 1 


33. x In case of even a superior preson intoxicated with the 
kingship (or wealth) or overwhelmed with poverty no Sanaskrit 
should be used. 2 

3 j . To persons in disguise 1 , Jain monks 2 , ascetics 3 , religious 
mendicants 4 and jugglars should be assigned the Prakrit Recitation. 


31 (C. 29b-30a; B.XVII.32b-33a). 

32 (C.30b-31a ; B.XVII.33b-34a). 1 As Arjuna disguised as Brhannala. 

33 (C.31b-32a; B.XVII.34b-35a). 1 We follow C. text. 

2 No extant drama seems to furnish any illustration of this rule. 
B, reads one additional hemistich before this. 

34 (C.32b-33a; B.XVII.36). 1 vyajalihgapravidanam - persons in 

disguise of different kinds of professional and religious mendicants etc.. 
See Kautilya’s ArthaAastra. An example of this is Indr a in the guise 
of a Brahmin speaking Pkt. in Karna. ascribed to Bhasa. Nitti-Dolci takes 
this expression as an adjective of sraffldnanhin etc.. But it need not be 
construed like this. This part of the rule seems to relate to Skt. 
speaking characters assuming disguise. Viradhagupta (Mudra II.) assuming 
the guise of a snake-charmer, is an example of such characters. And so 
arc Yaugandharayana and Rumanvan in the Pratijua, (III) ascribed to 
Bliasa. 

2 Sramana (Pkt. samana). The word is to be takeu to mean here 
a Jain monk. Cf. Jadi vattham avmemt samanao homi, Avi (V.) ascribed 
to Bhasa ; sramana was sometimes used also in connexion with the 
Buddhists. Bee below 36. 

* tapasvin. —It appeal's that the author of the NS. meant by this 
term ascetics in general. Though we fiud Brahmin ascetics in ancient 
literature, the institution of asceticism was most probably of non-Aijan 
origin. This seems to be justification of assigning Prakritic Recitation to 
all the ascetics irrespective of their sectarian affiliation. 

* bhikrn— religious mendicant in general. It should not be res¬ 
tricted to Buddhists alone. The alternative name of the Brakma-sO.tra 
is the Bkikfju-s'utra. 
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35. 1 Similarly Prakrit should be assigned to children, 
persons possessed of spirits of lower ordei, women in feminine 
character 2 persons of low birth, lunatics and phallus-worshippers . 

Exception to the rule for Pkt. Recitation 

36. But to itinerant recluses 1 , sages 2 , Buddhists 3 , pure 
Srotriyas 4 and others who have received instruction [in the Was 
and wear costumes suitable to their position Qnputiu) should 
be assigned Sanskritic Recitation. 


<SL 


35 (C.33b-34a; B.XVH.37 f.n. 9). 1 B.’s reading in transition h, 

ns follows • Similarly Pkt. should be assigned to Uiva teachers, lunatics, 
children, persons possessed of spirits of lower order, women, persons 
of low birth and hermaphrodites (B.XA 11.87). 

2 In a queen’s role a woman may sometimes speak Skt. Sec 38-39 
below. The parivrajika in the Malavi. speaks Skt. 

2 salihga. —This possibly means the member of a sect which like the 
Liiigayets wears a phallus suspended from their neck. 

36 (C.34b-35a; B.XVH.38). ‘ Parivmj -a person of the fourth 

agrama- A recluse belonging to the Vedic community. 

8 « 7 This word. Probably of 

w!" sS—with relis £ +£* “ ^ 
might have been the reason why the word was applied 1 

Valistha and Narada Thcre is nothing very astonish- 

> sakya.' afolowiro ■ >' , m0nkgt Buddhist teachers like 

iug in Skt. being assigned o V isubandhu were almost all great 

AAvaghosa, Nagarjuna, Aryadeva, Vasibandb ^ in Stmakrifc of 

Sanskritists, and the Mahayauai ^ Uw been the general 

corrupt as well as of pure van • n ir the Buddhists. In 

linguistic condition before the schism arose mW gpeftk 

**1^ DrltpS. ASvagho?a assigns Skt. toa^, 
'coksesu (caiksesu, C.) is 

loarned Brahman. The adjective P^ hftV0 entered dain 

possibly to separate him from *1 

H.y other Undo, Md and « - ^ " « 1 k ‘; ^ 

. ek&h Imgaslhuh —lolutmua mendicants w 

instruction (in Vedas). 


42 
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Addressing an accessible women and an old lady 

An accessible woman (gamya) 2 is to be addressed as gentle¬ 
woman” ( bhadre ))* and an old lady as “mother” (amba)*. 

Addressing king’s wives 

23. In a play king’s wives are to be addressed by their 
servants and attendants as “mistress” ( bhattin)i, madam 
(svamini) 1 and “lady” ( devi ) 2 . 

24. [Of these], the term “lady” (devi) 1 should be applied to 
the chief queen (mainsi) by her servants as well as by the king. 
The remaining [wives of the king] are to be addressed [simply] as 
“mistress” (bhattini) and “madam” (svamini ) 3 4 * * * 8 . 

Addressing unmarried princesses 

25. Unmarried princesses are to be addressed by theii 
handmaids as “young mistress” (bhartr-ddvilca )*•. 

2 gamy a — not within the prohibited degree of sexual relationship. 

8 Ex. Avimaraka addressing Kurangika (Avi. III. 19.0). Pusyanta 
addressing Priyamvadi (Sak. I. 22-6). But the king addresses Citralekha as 
bhadramuhki (Vikram. II. 15.9) as well as bhadre {ibid. III. 15.0). 

4 Ex. The king, UrvaSi and their son addressing the female ascetic. 
(Vikram. V. 12.3,5,18). . 

23 (C. 23; B. XVII- 87b-88a). 1 Ex. (i) bhattini. Nipunika address¬ 

ing the queen’ (Vikram II. 19-19); KSr.canamaK addressing the queen- 
(Ratna I. 18.11). But in Pratima (I. 5.4) the maid (ceti) addresses Sita 
who is not yet a queen, as bhattini. (ii) Svamini as a term of address to 
the queen does not seem to occur in any extant drama. 

* Bx. The maid (ceti) addressing the queen Bhanumati (Vein. 

II. 2.14). 

24 (C.24; B. XVII. 88b-89a). 1 See above 23 note 2. For an example 
of king addressing the queen as devi see Pratijna. II. 10.12. 

a The term bhogini meant those who were merely an object of enjoy¬ 
ment i.e, those who were uot dharma-Patnis (wives elligible to take pai t 
in religeous rites . 

8 No. example of svamini being used in addressing such a wife 
seems to occur in any extant drama. In Malavi. IV. 17.8 Nipunika 
addressing Iravati the second wife of Agnimitia uses the term bhattini 
the very term to bo used rightly for the chief queen Dharini. 

25 (0.25; B. XVII. 89b-90a). 1 Ex. The maid (ceti) addressing 

Padmavati (Svapnu. 1.15.11) and Kurahgi (Avi. III. 0.45). 



343 
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Addressing a sister 
An elder sister is to be addressed as “sister” ( bhagini )' 2 and 
an younger sister as ‘child” ( vatse ) 8 , 

Addressing a Brahmin lady, a nun or a female ascetic 

26. A Brahmin lady, a nun (lingastha) or a female ascetic 
(vratini) is to be addressed as “noble lady” (i arye )*. 

Addressing one's wife 

A wife is to be addressed as “noble lady (nrye) 2 or by 
referring to her father’s 3 or son's 4 name. 

Women addressing their equals 

27. Women friends among their equals are to be accosted 
by one another with the word “hallo” ( hala ) l . 

Addressing a handmaid 

By a superior woman a handmaid (pvesya) is to be accosted 
with the word “hey child” (havi-je) 2 . 

Addressing a courtezan 

28. X A courtezan is to be addressed by her attendents as 
Ajjuka 2 , and when she is an old woman she is to be addressed by 
other charactors in a play as Atta 3 . 

2 This mode of address does not seem to occur in any extant drama. 

cf. Karp. I. p. 18. . 

s Ex. Yaugandharayana in the role of an elder brother addresses 

the queen who is playing the role of his younger sister as vat>e 

(Pratij a. I. 9.11). C. otn. 25a. 

26 (C. 25b-26a; B. XVII. 90b-9la). 1 No ex. of this rule seems to 

be available in any extant drama. Parivrajika in Malavi (I) aud the 
female ascetic in Vikram. (V) could have been addresses as arye instead of 
as bhagavati. In Madhyama. Ghatokaca addresses the wife of the Brahmin 
as bhavati. 

2 Ex. Siitradhara addressing his wife ( Ml'cch. I Malati. I) 

3 c.g. Matharaputri (Mathara’s daughter). No example seems to 

occur in any extant drama. 

« g,g. SomaSarma-janan i (SomaSarman’s mother). No example seems 
to occur in any extant drama. 

27 (C. 26b-27a ; B. XVII. 9lb-92a). 1 For ex. see Safe. Vikram. etc. 

4 Ex. Sitii addressing her maid (Pratima. I. 4.21), Iravati addressing 

Nipunika (Miilavi. III. 14.1). 

28 (C. 27b-28a ; B. XVII. 92b-93a). ‘ Read the hemistich 28a as 
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50. Pracya is the language of the Jester x and the like ; 

and Avanti is of the rogues ( dhurta ) 2 . The Heroines, and 

/ 

their female friends are also to speak Sauraseni when not in 
any difficulty. 

51. To soldiers, gamesters, police chief of the city and the 
like should be assigned Daksinatyg- 1 , and BahlikI is the native 
speech of the Khasae who belong to the north, 

Uses of minor dialects 

52. Rakari should bo assigned to the Sahara and the Sakas 
and other groups of the same nature 1 * and Candali to the Pulkasas 
and tin like. 2 

53. To charcoal-makers, hunters and those who earn their 


Rajputs ( rajaputra ) and leaders of merchants* gixiJd (sresthi). See Gramma- 
tik § 17. But no extant drama seems to illustrate this rule. For 
Candanadasa who is a srest/u, does not speak AMg. (Mudra, J) while 
Indra in the disguise of a Brahmin speaks this dialect of Pkt. (Karna. 
ascribed to Bha§a). 

50 (C.48b-49; B.XVU.52). 1 According to Prthvidhara Vidusaka 

in the Mrcch. speaks Pracya the sole characteristic of which is abun¬ 
dance of pleonastic ka . See Pischel, Grammatik, Grammatik, § 22. 

2 C, yojya bhasa for dhurtariain According to Prthvidhara the 

the two policemen Viraka and Candanaka in the Mrcch. (VI.) speak 
Avanti. But according to the latter’s own admission he was a Southerner 
and a man of Kafnata. No old and authentic description of this 
dialect is available* see Pischel, Grammatik § 26. 

51 (C.49b-50a: B.XVII,53). 1 Candanaka’s language in Mrcch. in 

spite of Pfthvidhara’s testimony to the contrary may be taken as a 
specimen of Dak§inatya. See 50 note 2 above. No old and authentic 
description of this dialect is available. Cf. Pischel* Grammatik § 24. 

52 (C.50b-51a; B.XVI1.54). 1 sakaranam sakadlnam for Saha¬ 
ra ghosakadinim (B.), and »abaranam sakadincm (C). According to 
Prthvidhara oakara in Mrcch. speaks Sakari dialect. Cf. Pischel* 
Grammatik* § 24. 

A Prthvidhara thinks that Candalas in Mrcch (V.) s])eak ike 
Candali dialect. Cf. Pischel* Grammatik* § 25. 

53 (C.61b-o2ft; B.X V IJ.55). 1 R. sakara-bkwa for sabara-bhma. 
r \ hia dialect seems to have been the parent of the modern Sont language. 
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livelihood by [collecting] wood and leaves should be assigned 
Sabari 1 as well as the speech of forest-dwellers. 

54. For those who live in places where elephants, horses, 
goats, sheep, camels or cows are kept [in large numbers] Abhiri 1 
or Sabari 2 has been prescribed, and for forest-dwellers and the 
like, Dravidi 3 [is the language]. 

55. Odri is to be assigned to diggers of subterranean 
passages, prison-warders, grooms for horses 1 ; and Heroes and 
others like them while in difficulty are also to use Magadhi foi 
self-protection. 

Distinguishing features of various local dialects 

50. x To the regions [of India] that lie between the Ganges 
and the sea, should be applied a dialect abounding in e~ 

57. To the regions that lie between the Vindhyas and the 
sea should be assigned a language abounding in na 1 ( or to). 

58. Regions like Surastra and Avanti lying on the north of 
the Vetravati one should assign a language abounding ca 1 . 


s See 54 note 3. 

54 (0.52b-54a; B.XV1I.56). 1 Ibhiri dialect is not available in 

an y extant drama. 2 See 53 note 1. 

3 Dravidi dialect is not available in any extant drama. It is possible 
that it was not a pure Dravidian speech (See 44 above). Possibly a 
Middle Indo-Aryan dialect in which Dravidian phonetic and lexical 
influence predominated was meant by this. Its habitat was in all likeli¬ 
hood some region of North India. Of. Nitti-Dolicb P* 120-122. 

55 (054b-55a; B.XVIL57). 1 Emend o<lhrikarasarafcaslm (<Jha 
io B) into o jri karasvaraksatamip. ostn kanaah ca raksatam and B. 
San dhikarasvaraksatam) ; for Odri Pkt. see 48 note 3. and Nitti-Dolci, 
PP* 120 f.n. 4 and 122. 

56 (C.55b-56a; B.XVII.59). 1 B. again reads 44 after 55. 

2 This "e” is perhaps termination of the nominative singular the 
abases in AMg 

(0.53; B.XYII-60). 1 This relates to a dialect of Pkt which 

chang es na always into na. Though according to some grammarians 

is always to change na into va } it seems that such was not strictly 
*he case with all its dialects. For example in the so-called Jain Pkt. 
^Mg. of Heinacandra) has initial n and intervocal nn. 

58 (C.56b-57a; B XV1I.61). 1 It seems that at the time of the 
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59. To people who live in the Himalayas, Sindhu and 
Sauvira a language abounding in u should be assigned. 1 

60. To those who live on the bank of the Carmanvati river 
and around the Arvuda mountain a language abounding in o 1 (or 
to) should be assigned. 


. 61. These are the rules regarding the assignment of dialects 
in plays. Whatever has been omitted [here] should be gathered 
by the wise from the popular usage. 

Here ends Chapter XVIII of Bharata’s Natya^astra 
which treats of the Rules regarding the Use of Languages. 


author of the passage intervocal ca in this particular region was yet 
maintained or dental t sounds were mostly changed into c sound (as in 
a'ttha for tistha). 

59 (C.57b-58a; B.XVII.62). 1 This u perhaps relates to a close 
pronounciation of the o vowel. 

60 (C. omits this ; B.XVII.63). 1 This 0 perhaps relates to a open 
pronounciation of the u vowel. 

61 (C.53b-59; B.XVII.64), 










CHAPTER NINETEEN 
MODES OF ADDRESS AND INTONATION 
Different inodes of address 

1-2. These are, 0 the best of Brahmins, the rules on the 
use of languages [in a drama]. Now listen about the rules of 
popular inodes of address 1 or the manner in which persons of 
equal, superior or inferior status in a play are to be addressed by 
those of the superior, the medium or the inferior class." 

Modes of addressing males : addressing great sages 

3. As the great sages are adorable (lit. god) even to the 
gods they are to be addressed as “holy one” (bhagavan) 1 and their 
wives are also to be similarly addressed. 2 

Addressing gods, sectarian teachers and learned men 

4. Gods, 1 persons wearing sectarian teacher’s dress 2 and 
persons observing varied vows 3 4 * * * are to be addressed as holy 
one” ( bhagavan ) 8 by men as well as women. 


1-2 (€.1-2, B.XVII.65-66). 1 This manner of addressing different 

Persons includes referring to them before their ownselves or before 
others e.g.. In Sak. (I), Du§yanta is referred to by his charioteer as 
ayusman and then he is addressed in tire same term (1 cithujnapayati 
aynsman. aymnian paiya pasyd)- 

2 Rules given hereafter do not cover all the numerous and ditlcicnt 
eases occurring in the exant dramatic literature in Skt. and 1 kt. 

3(C.3; B.XVII.67). 1 Ex. Kii§yapa (Kanva) addressed by his dis¬ 

ciple (Sak. IV.) Marica by Dusyauta (ibid. VII.) and Havana in ascetic’s 
disguise by Rama (Pratima. V). 

2 No ex. of this seems to bo available in any extant drama. 

4 (C.4; BXVII.68). 1 Ex. : Agni (Abhi. VI). & Vanina (ibid, IV). 

2 Ex. (Ravana disguised as an ascetic addressed by Rama (Pratima. 
V.). Vhe Jester in Pratijha (HD addressing the Jain monk (8 ramamka) 

as bhaavam (bhagavan) to create laughter ; bhadanta would have been 
the proper term in this case. See below 15. 

a Read here nanavratadhara (bha in B) for n'umisrutadhara (B) 

and nanairutidhara (C). Ascetics belonging to minor heterodox scct> 
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Addressing the Brahmin 

The Brahmin is to be addressed as “noble one” (arya), 1 2 


Addressing the king 

And the king [is to be addressed as “great king” (maharaja).' 41 
Addressing the teacher 

The teacher [is to be addressed] as “professor” ( acarya ). 3 4 5 
Addressing an old man 

And an old man [is to be addressed] as “father” (fata).* 
Brahmins addressing the king 

6. Brahmins may address the kings at their pleasure, by 
their names. This should be tolerated, for the Brahmins are to 
be adored by the kings. 


Brahmins addressing ministers 

7. A minister is to be addressed by Brahmins as “Coun¬ 
cillor” ( amatya ) or “minister” (saciva) 1 and by other persons, 
inferior to them (i.e. Brahmins) he [is] always [to be addressed] 
as “sir” (arya)* 

Addressing the equals 

8. One is to accost one’s equals by the name with which 
they arestyled x . 

seem to have been included iu this term. Ag. reads nanus rutadharah and 
explains this as bahusrutali. 

5 (C.5; B.XVII.69). 1 Brahmin (KcSavadiisa) in Madhyama. addressed 
by Bhima. 

2 Ex. Sumantra addressing Oasaratha ( Pratima, II), and Viblusana 
addressing Ravana (Abhiscka II). 

3 Ex. Canakya addressed by his disciple (Mudra, I), 

4 Ex. Bharat a addressing Sumantra the old charioteer (Pratima, VI.). 

6 (0-6; B.XVII 70). 1 Ex. Indra disguised as a Brahmin addressing 

Karna (Karuu.), Cf. Canakya addressing Candrngupta mostly as Vrsala 
(or iSudra) in Mudra. 

7 (0.7; B.XVII.71). 1 No example of this rule seems to be 

available in any extent drama. Bee note 2 below. 

5 Ex. The door-keeper (pratihari) addressing Yaugandharayana 
( Pratij a, I.). But curiously enough Raksnsa has been addressed not 
as 'Arya’ but as 'Amatya' (councillor) by the door-keeper, and by his 
friend Viradhaguptn too he is addressed likewise (Mudrii, II). 

8 (C.8; B.XVI1.72). 1 Ex. Canakya addressing Raksosa and vice 

versa (Mudra, VII.) 
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Privileged inferiors addressing superiors 

A superior person may however be addressed (or referred 
to) 2 by name by inferior persons when the latter are privileged to 
do so 3 . 

Addressing employees, artisans and artists 

9. Men and women in ones employment 1 , and artisan^ 
and artists 2 are to be addressed as such (i e. according to their 
status) 3 . 

Addressing persons of respect 

10. A respected person is to be addressed as ‘honoured sir’ 
(bhava), and a person of slightly less so as “comrade (marsaJca 
or inarm). 1 

Addressing persons of equal status 

A person of equal status should be addressed as brother 
{vayasya) 2 and a low person as ‘hey man’ (ham-hoy 

The charioteer addressing the chariot-rider 

11. The chariot-rider should always be addressed by the 
charioteer as “long-lived one” (aytisman) 1 . 


' 2 B. saparivaram, so also Ag. 

3 Ex! Hamsaka referring to Yaugandharayana before the latter. 
(Pratijfia. I. 13.14). See above note 1. 

9 (C.9; B.XVII.73)- 1 Yaugandharayana addressing Salaka by name 

CPratijna. I. 2. 4) and the hero Carudatta addressing the maid-servant 
RadanikS (Caru. I. 21.15). 

2 Ag. explains kdruka and silpi as follows: ‘fiTWU 

artisans are those that build stupas and the like objects, 
artists are painters and the like. 

3 Ex. The king addressing Haradatta one of the teachers of dramatic 
a rt (Halevi. II. 12.4). 

10(0.10; B.XVTI.74). 1 Ex. paripdravika addressing sutrad/mra as 

hhuva, and sutra addressing pariparsvika as tnarsa (Ablii. I. 1.6,8). Sakai a 
once addressing vita as bhava and next time as tnalisa (mania) in Cam. 
1-17.3; 26-3). The word marsaka does not seem to occur any extant drama 
while tnarisa occurs very often. See Uttara. (I. 4.7) and Mtilavi (1. I- 3). 

5 Ex. Siddharthaka and Samiddharthaka addressing each other 
(Mudra. YI. 2.14,16). 

3 Ex. Canakya’s spy addressing his disciple as ham-ho bamhana, 
(Mudra. 1.18.4)! 

11 (0.11; B.XV 11.75). ‘ Ex. Dusyantn’s priest addressing the two 

43 
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Addressing an ascetic or a person with beatitude 
An ascetic or a person who has attained beatitude (prasanta) 
is to be addressed as “blessed one” (sadho) 2 . 

Addressing princes 

12. The crown-prince is to be addressed as “sire” ( svamin ),* 
and othar princes as “young master’’ (bhartr-darajea) 2 , 

Addressing inferior persons 

Inferior persons are to addressed as “pleasing one” 

(saumya) 3 , “auspicious-looking one” ( bhadra-muhha ) 4 and such 

terms should be preceded by ‘O’ (he) 3 . 

§ 

_ .ti — „ — v _———— — _____ 

disciples of Ka^yapa (Kanva) and Gautaml tapasvinah (Sak.V. 11. 6). 

2 The word scidhu as a form of address does not seem to occur in 
any extant drama. 

12 (C.12; B.XVII.76). 1 No example of this rule seems to be 

available in any extant drama. On the other hand svamin is very often 
used in addressing a king. Ex. Yaugandharayana addressing the king 
Udayana (Svapna. VI. 17.1). Kaufijayana and Bhutika addressing the king 
Kuntibhoja (Avi. I. 5.3; 8.5). On the use of the word svamin in inscriptions 
see Sylvain L£vi> Journal Asiatique, Ser. 9, XIX.951F. I. Ant. Vol. 
XXXIII. p. 163. Sita’s maid addresses Rama as bhalta (Pratima. I, 9.2). 
The door-keeper ( pratihari ) refers to the crown-prince Rama as bkdttida- 
raassa ramassa (Pratima. 1. 2.9). and not as semiassa remassa, 

2 The word has been used with reference to the crown prince in 
Pratima. ( loc . cit . I). In referring to other princes pi ay-weights use the 

Word knmara. In Pratima. (Ill. 14.12) Bharata has been addressed with 
this term. In Mudra. (IV. 12.5) Malayaketu has been addressed similarly. 
Avimaraka, the lover of Kurangi is addressed as bhatiidaraa by her maid 
(Avi. HI. 17.2). 

3 This use of the term saumya does not seem to occur in extant 
drama, and bkadra appears to have taken its place, e.g. Bharata addressing 
the messenger (bhala) in Pratima (111,4.2)- Dusyanta addresses his chief of 
the array ( sempati ) similarly (Sak. II. 5.4). 

4 Ex. Raksasa's spy (purusa) addressing his door-keeper (Mudra. 
IV. 8.2). In -A bhi, (VI. 31.1) Agni (god of fire) addresses Rama as bhadra - 
muk}ia though earlier, (VI. 26.7) lie says: na me namaskaram kart um 

arhah dev ex ah. The Jester addresses the ctinitjhlas as bho bhaddamuha 
(Mj-cch. X. 23.3). 

It does not seem to occur before these terras in any extant drama. 
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Addressing persons by their occupation 01 bii th 

13. In a play a person is to be addressed by a term appro¬ 
priate to his birth or to the vocation, art or learning practised 
by him. 1 

Addressing a son or a disciple 

14. A disciple or a'son is to be addressed by the guru or 
the father as “child” (vatsa) 1 “son” {putraha)*, “father” {'at a)'-' or 
by his own name or clan-name {gotra)*- 

Addressing Buddhist and Jain Monks 

15. Buddhist and Jain (nirgrantha) monks arc to be 

addressed as “blessed sir” (bhadanta) 1 . 

Addressing persons of other sects 

Persons of other sects 2 are to addressed by terms enjoined 

by their own rules 3 4 . 

People addressing the king 

16. The king is to be addressed by his servants as well as 

13 (C.13; B.XVlI.77). 1 Not many examples of this rule seem to 

be available in any extant drama. In Mrcch. (X. 20.1) Oarudatta s son 
addressing the Candalas as are camlala may be an example of this. 

H (C.14; B.XVTL.78). 1 Ex. Sauvira king addressing Avimaraka 

(Avi. Yl. 17,4). Cf • Drona addressing Duryodhana (Pafiea. 1.22.3). 

2 Ex.The form putraka does not seem to occur in any extant play- 
The from usually available form is putra. Drona addressing Duryodhana 
as putra (Paiica I. 23.3). Duryodhana addressing his son similarly 

(Urn. I. 42.3). 

* No example of this seems to be available in any extant drama. 

4 Ex. Yali addressing Aiigada by name (Abhi- 1-25.2). Kusvapa 
(Kanva) addressing Sarngarava by name (Sak. IV. 16.1). Instances of a 
son or a disciple addressed by clan-name {gotra) do not seem to occur ia 

any extant drama. , 

15 (C.15;B.XVII.79). 1 Ex. Ksapanaka addressed by Kaksasa and 

Siddharthaka as bhadanta (Mudra IV. 18.2; V. 2.1). A Buddhist monk 
is very rarely met with in extant dr amas. ASvaghosa’s drama include 
such a character, but one ennnot say from the fragments how he was 

addressed. (See Keith, Skt. Dr. p. 82) 

2 According to Ag. one is to understand by ‘other sects I nsupatas 

and the like. .... 

a An example of such a rule is a term like bhapusan or bha- 
sarvajna used in addressing PaSupata.teachers (Ag). 

16 (C.16; B.XVII.80), 
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his subjects as “lord” (deva), 1 , but when he is an overlord [of 
other kings] he is always [to be addressed] by his servants as “sire” 
(bhatta) 2 . 

Sages addressing the king 

l ?"lb. i he king is to be addressed by sages (rsi) as “king” 
(rajan) 1 or by the patronymic term 2 . 

The Jester addressing the king 

And he should be addressed as “friend” ( vayasya ) 3 or “king’ 
( rajan ) 4 by the Jester (vidusaJca). 

Jester addressing the queen and her maids 

The queen and her maids are to be addressed by him as 
“lady” ( bhavati) B . 

The king addressing the Jester 

Ihe Jester is t<y be addressed by the king by his name or as 
“friend” (vayasya) 0 . 


' Ex. The Kancukin addressing the king (Mudra- III. 10.3). 
Granadasa addressing the king (Malavi. I. 12.8). Vibhlsana refers to 
K5ma as deva (Abhi. VI. 20.3) when he is not yet a king; besides 
tins the same Vibhlsana addresses Ravana as maharaja (Abhi. III. 15.1). 
See also 12 note 1. 

3 Ex. Vavanika addressing the king Dusyanta (Sak. VI. 24.10). But 
m Bala. (III. 3.1) the cowherds address Sankarasana as bhatta, and Nanda- 
gopa too addresses Vasudeva likewise (Bala. I. 19. 30). 

17-18 (C. 17-18; B. XVII. 81-82). 'Ex. Bhagavan ( Yudhisthira) 
addressing the king Virata (Pauca. II. 14.2). 

3 No ex. of this seems to occur in extant dramas. Narada addresses 
the two kings simply as Kuntibhoja and Sauvlraraja in Avi (VI. 20. 8, 12). 

8 Ex The Jester in Sak. (II. 2.1) and Malavi. (V. 3.18). 

No example of this seems to occur in any extant drama. In 
Raimi - (I. 16.35) the Jester once addresses the king as bhatta. 

Bhavati in the Jester’s speech would be bhodi. Ex. The Jester 
addressing the queen's maid in Svapna. (IV. 0.28) also addressing the 

queen ^ _,duvi, IV. 4.23.) and addressing the queen’s maid Susamgata 

(Ratna. IV. 0.30). 

0 Examples arc easily available. See Svapna, Sak. Vikram. etc. 
ll.e Jester l8 addressed aiso as sakhe. See Malavi. (IV. 1.1 and Vikram. 
XL 18.1 1. etc.) aud as bkadra (Vikram. II. 18.15). 
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Women addressing their husband 


19. By all women in their youth the husband should be 
addressed as a “noble one’s son” {arya-putra) 1 2 , but in other cases, 
the husband is to be addressed simply as “noble one” ( anja ) 3 , and 
in case of his being a king he may be addressed as “great king” 
{maharaja) 3 also. 

Addressing the elder and the younger brothers 

20. The elder brother should be addressed as “noble one” 
{arya) 1 and the younger brother like one’s son 3 . 

These are the modes of address to be used to male characters 
in a play. 

Modes of addressing women 

21. I shall now speak of the modes of address to be used 
to female characters in a play. 

Addressing female ascetics and goddesses 

Female ascetics and goddesses are to be addressed as “holy 
lady” (bhagavati) 1 . 

Addresiing wives of senior persons, and elderly ladies 

22. Wives of respectable seniors, and other elderly ladies 
{xthaniya) are to be addressed as “lady’’ (bhavati) 1 . 


19 (C.19; B.XVII.83)- 1 Examples are easily procurable; see Sak, 
Malavi, Svapna etc. 

* Ex. Nati in the prologue ( prastavana ) addressing the sulradhara 
her husband (Caru. and Mudra). 

a Ex. Gandhari addressiug Diutarastra (Urn. I. 38.2). Urvasi refers 
to the king likewise (Vikram- IV. 39.2). 

20 (C.20; B.XVIl. 84a 85a). 1 Ex. Lak§mana addressiug Rama 

(Pratima. I. 21.2). Sahadeva addressing Bhima (Veni. 1.19.12). 

2 Usual from in such a case is vatsa ; but the younger brother is 
also sometimes differently addressed, e g. by name of the mother as 
Saumitre, (Pratima. 1.21.1), Kaikeylmatnh, {ibid. IV. 2,21). See above 
14 and 4. 

21 (0.21; B.XVIl.85a-86a). 1 The king addressing the privmjikn 

(Malavi. 1- 14.2.) ; tho Kancukin addressing the female ascetic (tafiast) in 

Vikram. (V. 9.2). 

22. (0. 22; B. XVII 86b-87a). 1 Ex. Siunantra addressiug the 

Widowed wives of l)a£aratha as bhavatyah (Pratima. HI. 12.2 ). The 
Kaiicukiu addressiug the Pratihari in Svapna. (VI. 0*6). 
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Adclressing wife in love-making 

29. In love-making -the wife may be accosted as ray dear 
(priye) x by all except the king. But priests’ and merchants wives 
are always to be addressed as ‘‘noble lady” iarye) 2 . 

Giving namos to different characters in a play 

30. The playwrights should always assign significant names 
[to characters] which are not well-known and which have been 
created [by them] 1 . 

Name of Brahmins and Ksatriyas 

31. Of these. Brahmins and Ksatriyas in a play should, 
be given, according to their clan or profession, names ending in 

sarman or varman 1 . « 

Naming marchants 

32. The names of merchants 1 should and in datta 2 . 

Naming warriors 

To warriors should be given names indicating much valour. 3 4 


2 Ex. the hetorno ( ganika , ) addressed by her maid (Caru. II. 0.6). 
The word ajjuka ( *aryaka , OIA) “madam” afterwards came to mean 
'heterae’ as in the title of the Prahasana Bliagavadajjukiyam by 
Bandhayana Kavi 

2 No example of this seems to bo available in any extant drama. 
Bat the word occurs in the form of atha in Mycch. (IV.30). 

29 (C.28b-59a, B. XVII. 93b 94a). 1 Sakuntala is addressed as priye 

by Dusyanta (Sak. VII. 20.6), but the occasion is strictly not one of love- 
making. ( sriigara ); Udayana while lamenting for Vasavadatta says ITa 
priye, ha priya-sisye etc. (Svapna. I. 12.53). 

4 No example seems to be available in any extant drama. 

30. (C.29b-30a: B.XVII. 94b-95a). 1 No example of such names 

seems to occur in any extant drama. 

31 (C.30b-3la; B.XVII. 25b-96a). 1 No example of such names 

seems to occur in any extant drama. 

32 (C.31b-32a; B.XVII. 96b, 97b). "* Ex. Carudatta the hero of 
Bhasa's play of the same name. 

2 B. reads after this one additional hemistich which in translation is 
as follows : The name of Kapalikas should end in ghanta . 1 he inter¬ 

polator had evidently Bhavabliufci's Aghoraghanta (Malati) in niind. 

a Ex. Virasena in Malavi. (1.8.1). 
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Naming king’s wives 

33 . The king’s wives should be given names [which are 
connected] with the idea of victory (vijaya) 1 . 

Naming courtezans 

Names of courtezans should end in rWI5 a , »«>'«“ and 


sena 4 . 


34. 


Naming hand-maids 

In a play hand-maids should be given the names of 


various flowers 1 . 


Naming menials 


Names of menials should bear the meaning of auspiciousness' 1 . 


Naming superior persons 

35 To superior persons should be given names of deep 
significance so that their deeds may be in harmony with such 

names 1 . 

Naming other persons 

36. The rest of persons 1 should be given names suitable to 
to their birth and profession. 

Names [that are to be given] to men and women [in a play] 
have been properly described [by me]. 

37a. Names in a play should always be made m this 

manner by the playwright. 


33 (C. 32 b- 33 ; B.XVII. 98) ' No example of this seems to occur 

in any extant drama. , 

* No example seems to occur in any old drama. And the name 

VasavadattS for the queen in several dramas seems to be a clear violation 

of the rule (See Svapna. Ratna. etc.). 

s No example seems to occur in any old drama. 

4 Ex Vasantascna in Bhasa’s Cara, and Sudraka s M*cch. 

34 (C.33b-34a; B.XVII. 99). 1 Naliuika in Avi. (ID and 1 ndmimU 

in Svapna (V) seems to be rare examples of this. 

a Ex- Jayasena the servant ( bhata ) of the king (Avi. 1 )• 

35 (C.34b-35a; B.XVII 100). ' No example seems to occur in any 

B.XVII. 101). ' a*, n MW™-». 

(Cam.) Devakidika, and SndhaMra (Pratima. IV.) fte, 

37a (C. 86b; B. XVII 102a). 


44 
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37- 38. After knowing exhaustively -everything about the 
rules of language 1 in a drama, one should practise Recitation which 
is to have six Alamkaras. 

Qualities of Recitation 

2 I shall now describe the qualities of Recitation. In it 
there are seven notes ( svara ), three voice registers ( sthana ), four 
Varnas (lit. manner of uttering notes), two ways of intonation 
(kaJcu), six Alamkaras and six limbs (aiir/a). I shall now explain 
their characteristics. 

The seven notes (svara) are : Sadja, Rsabha, Gandhara, 
Madhyama, Pancama, Dhaivata and Nisada. These are to be made 
suitable to ' afferent Sentiments. 

Seven notes to suit di(ferment Sentiments 

38- 40. In the Comic and the Erotic Sentiments the notes 
should be made Madhyama and Pancama. Similarly in the Heroic, 
the Furious and the Marvellous Sentiments they should be made 
Sadja, and Rsabha. In the Pathetic Sentiment the notes should 
be Gandhara and Nisada, and in the Odious and the Terrible 
Sentiments they should be Dhaivata. 

Uses of the three voice registers 

There are three voice registers ( sthana) : the breast (liras) 
the throat (Icantha) and the head (siras). 

40- 41. In the human body as well as in the Vina notes 
and their pitches proceed from the three registers : the breast, the 
throat and the head. 

41- 42. In calling one who is at a distance, notes proceeding 
from the head register should be used, but for calling one who is 
not at a great distance, notes from the throat register is to be used, 
while for a person who is by one’s side, notes from the breast [will 
be proper]. 


37-38 (C. and prose 37a • B.XVII. 102b. 103a). 1 It will be apparent 

from the notes given above that the rules regarding forms of address have 


very often been overlooked in extant dramas. 

Hie text from here till the beginning of 38-40 is in prose. 
38-40 (C.38-39; B.XViT. 103b, ]04-105a). 

40- 41 (C.40. 41a ; B.X.VlI. 105b-106). 

41- 42 (C.411>42a ; B.XVlI.107). 
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42-43. At the time of Recitation, a sentence begun with 
notes from the breast should be raised to notes of the head register 
and at its close it should be brought down to notes of the throat. 

Uses of the four accents 

43. In Recitation the four accents will be : acute \udatia.) 
grave (anudatta), circumflex (xvarita) and quivering ( hampita ). 

1 Recitation in circumflex and acute accents is suitable to the 
Comic and the Erotic Sentiments, acute and quivering accent is 
suitable to the Heroic, the Furious and the Marvellous Sentiments, 
while grave, circumflex and quivering accents are appiopiiate to 
the Pathetic, the Odious and the Terrible Sentiments. 

Two ways of intonation 

There are two ways of intonation, e.g, one entailing expacta- 
tion (saJcahksa) and another entailing no expectation (nirakahhsa). 
These relate to the sentence uttered. 

44. A sentence which has not completely expressed its. [in¬ 
tended] meaning, is said to be entailing an expectation (sahaUsa) 
and a sentence which has completely expressed such a sense, is said 
to be entailing no expectation ( nirakanksa ). 

L Now, entailing an expectation relates to [the utterance of a 
sentenee] of which the meaning has not been completely expressed 
and which has notes from the throat and the breast, and begins with 
a high pitch (iara) and ends in a low pitch (mandra) and has 
not completed its Varna or Alamkara. 

And, entailing no expectation relates to [the utterance of a 
sentence] the meaning of which has not been completely expressed 
and which has notes from the head and begins with a low pitch 
'(mandra) and ends with a high pitch (t&ra) and has completed its 

Varna and Alamkara. 


42-43 (C.42b-43a; B.XVn.408). 

43 (0. 43b, 43o; B. XVII. 109-110). 1 The text from here till the 
beginning of 44 is in prose. 

44 (C. 44; B. xvn. 111). 1 The text from here, till the beginning 
of 45 is in prose. 
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The six Alamkaras 

45. The six Alamkaras of the [note in] Recitation are that it 
may be high (ucca), excited ( dvpta ), grave (mandra), low (nica), fast 
(druta), and slow (vildmbita). Now listen about their characteristics. 

Uses of the six Alamkaras 

v rhe high (ncca) note proceeds from the head register and 
is of high pitch ( tara) ; it is to be used in speaking to anyone 
at a distance, in rejoinder, confusion, in calling anyone from a 
distance, in terrifying anyone, in affliction and the like. 

The excited ( dlpta ) note proceeds from the head register 
and is o extra high pitch (taratara ); it is to be used in reproach, 
quarrel, discussion, indignation, abusive speech, defiance, anger, 
valour, pride, sharp and harsh words, rebuke, lamentation “ 
and the like. 

The grave (mandra) note proceed from the breast register 
and is to bo used in despondency, weekness, anxiety, impatience, 
low-spiritedness, sickness, deep wound from weapons, fainting, 
intoxication, communicating secret words * * * 4 and the like. 

The low (nica) note proceeds from the breast register but has 
a very low pitch (mandra-tar a) sound ; it is to be used in natural 
speaking, sickness 5 , weariness due to austerities and walking a 
distance, panic, falling down, fainting and the like. 

The fast (<IrutaUf note proceeds from the throat register and 
is swift ; it is to be used in women’s soothing children ( lallana ) 
refusal of lover’s overture (manmana ) 6 , fear, cold, fever, panic 7 * , 
agitation, secret emergent (ahjayika), act. pain and the like. 



45 (0.45; B.XYII. 112-114). 1 the text from here till the beginnig 

of 46 is in prose. 

* 0. ora. °krandita > , 9 ntrbhartsana° 

8 B. inserts kritja after vyadhi, 

* C- om. guhyaranthavacana. , 

6 After vyadhi read tapa-pathesranta-trasta. 

6 C- skhahtar vellana-madana for lallana-manmana. On the mean¬ 

ing of lalla ( lallana ) and manmana there is no unanimity. We follow 

Ag’-; upadhyaya, who says fsnsmsHsft 
ninerTtuhlJTlsnft** 1 !T<J r I (Ag) 

' After trhs (trasta, C.) read yasivatyaytka (gu4ha)katyavcdanadi.su. 







The slow ( vilambita) note preceeds from the throat register 
and is of slightly low pitch ( mandra ) 6 * 8 ; it is to be used in love 9 , 
deliberation, discrimination, jealous anger, envy, saying something 
which cannot be expressed adequately, bashfulness, anxiety, 
threatening, surprise, censuring, prolonged sickness- 10 , squeezing 
and the like. [On this subject] there are the following traditional 
couplets : 

46-48. To suit various Sentiments the intonation (kftku) 
should always be made high ( ucca ), excited (dlpld), and fast (ilrula) 
in a rejoinder, confusion, harsh reproach, representing sharp¬ 
ness and roughness, agitation, weeping, challenging one who is not 
present (lit. away from the view) threatening and terrifying 
[anyone], calling one who is at a distance, and rebuking [anyone]. 

49-50. Intonation should be made grave (mandra) and low 
(nica) in sickness, fever, grief, hunger, thirst, observation of a lesser 
vow ( niijama ), deliberation, deep wound from a weapon, communi¬ 
cating confidential words, anxiety and state of austerities. 

51. Intonation should be made grave (mandra) and fast 
(drnta) in women’s soothing children (lalla)}, refusal to love’s 
overture ( manmana ) a , panic and attack of cold. 

52-55. The intonation should be made slow (rilamblta), 
excited ( dlpta) and of low pitch (mandra) in following an object 
lost after being seen, hearing anything untoward about a desired 
object or person, communicating something desired, mental deli¬ 
beration, lunacy, envy, censure, saying something which cannot be 
adequately expressed [by words], telling stories, rejoinder, confusion, 
an action involving excess, wounded 1 and diseased limb, misery, 
grief, surprise jealous anger, joy and lamentation. 


6 0. mandra for tanumandra. 9 B. reads koruna after sriighra. 

10 0. reads rosa for toga. 

46-48 (0.46-48; B.XV1I. 115-117). 

49-50 (0 om. B.XVII. 118-119). 

51 (C.49; B. XVII. 120). 1 C. malic ca mardane for lallc ca 
manmane.- 2 See note !• 

51-55 (0. 50; 51a-53a, 5lb, 53b, B.XVII. 121-124). 1 Read viksate 

vyudhite tvahge. 
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56. Grave ( mandra ) and slow (vilamblta) intonations have 
been prescribed for words containing pleasant sense and bringing 
in happiness 1 . 

57. Exited (dlpta) and high ( need ) intonations have been 
prescribed for words which express sharpness and roughness. 
Thus the Recitation should be made to have to different intonations 
(lit. shelter) by the producers 1 . 

Intonation in different Sentiments 

58-50. Slow intonation is desired in the Comic, the Erotic, 
and the Pathetic Sentiments. In the Heroic, the Furious and the 
Marvellous Sentiments the excited intonation is praised. Fast and 
low intonations have been prescribed in the Terrible and the Odious 
Sentiments. Thus the intonation should be made to follow the 
States ( bhava) and the Sentiments. 

Six limbs of enunciation 

1 ]Sfow there are six limbs [of enunciation] such as Separation 
( viccheda), Presentation ( arpand ), Closure (visargu), Continuity 
(anubandha), Brilliance (dipana) and Calming (prasamana). 

Of these, Separation (viccheda) is due to pause (drama). 
Presentation (<> rpand ) means reciting something by filling up 
the auditorium with graceful modulation of voice 2 . Closure 
(vUanja ) means the finishing of a sentence. Continuity (anubandha) 
means the absence of separation between words 3 [in a sense group] 
or not taking breath while uttering them. Brilliance (dlpana) 
means the gradually augmented notes which proceed from the three 
voice registers (sthana), and Calming ( prasamana ) means lowering 
the notes of high pitch (tarn) without making them discordant. 

Now about their uses in connexion with different Sentiments. 


56 (C.54; B. XVII. 126). 1 B. reads one additional couplet before this. 

57 (0.65; B.XVII.127). 1 C. reads three additional hemistiches 

after this. 

58-59. (C.57b, 58; B.XVII. 128-131). 1 The text from here till the 

beginning of 60 is in prose. 

B. hlayammimtadhuravalguna for liluvarna. 

8 B. padantaresU vicchedah for 0 aresvavicckedah. 
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In the Comic and the Erotic Sentiments 4 the enunciation * 6 
should include Presentation, Separation Brilliancce and Calming. 


In the Pathetic Sentiment it should include Brilliance and 
Calming. 

In the Heroic the Furious and the Marvellous Sentiments it 
should abound in Separation, Calming, Brilliance and Continuity. 

In the Odious and the Terrible Sentiments it should include 
Closure and Seperation. 

All these are to be applied through notes of high (taro), low 
(' maiulra ) and medium (madh i/a) pitch proceeding [from the three 
voice registers]. In addressing one at distance the notes should 
be made of high pitch ( tara ) from the head ; the person addressed 
being not at a great distance the notes should be made of 
medium pitch (madhya) from the throat, and to speak to one at 
one’s side notes should be made of low pitch (mandril) from the 
breast. But one should not proceed to the high pitch (tara) 
from the low (mandrel) one, and from the low pitch to the 
high one. The three kinds of tempo (laya) of these notes are 
to be utilised in different Sentiments. In the Comic and Erotic 
Sentiments the tempo should be medium, in the Pathetic it 
should be slow and in the Heroic, the Furious, the Marvellous, the 
Odious and Terrible Sentiments quick. 

Pause defined 

6 Now, Pause (virama) in connexion with enunciation is due 
to the completion of sense and is to depend on the situation 
(lit. practical), and not on metre. Why ? Because it is found in 
practice that there occurs pause even after one, two three or four 
syllables, e.g. 

60. kirn gaccha ma vi.3a sudurjana varitd’si I 

karyam tvayii nama ma sarva-janopabhukta 1 II 

What [is the matter] ? Be off. Don’t enter. You are prohibited 


4 B. adds akaiiksayum after hasya-migarayor, 

6 O. vakyam for palhyam. 

0 The text here is in prose. 

60 (C. 59; B.XVII. 182). 1 B. bhuktam 0. bhuktah 
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[to enter], 0 very wicked man, the enjoyed-by-all, I have nothing 
to do with you 2 . 




Use of Pause 

Thus in a play (lit. poetical composition) occur words con¬ 
taining small number of syllables in cases of Suca 8 and Ankura* 
[which are connected with Pause]. 

Hence, care should be taken about Pause. Why ? Because 
[an observation of] Pause clears the meaning. There is a couplet 
[on this subject] : 

61. In the [Verbal] Representation ( ahhinaya ) the pro¬ 
ducer:, should always take care about Pause ; for, on it depends 
the meaning [of words uttered]. 


Hands in connexion with Alamkaras and Pause 

62. Keeping the eyes fixed in the direction in which the 
two hands move one should make the Verbal Representation by 
observing proper Pauses for indicating the [intended] meaning. 

63-64. In the Heroic and the Furious [Sentiments] the 

hands are mostly occupied with the weapons, in the Odious they 

are bent due to contempt, in the Comic they are to point to 

[something], in the Pathetic they are to hang down and in the 

Marvellous they are to remain motionless due to surprise. 

65. On similar other occasions ‘too, the meaning should 
be made clear by means of Alamkaras and Pauses. 

66-67. Pauses which are prescribed in a verse require 
Alamkaras. Pause should be observed after a word, when the 
meaning or the breath {prana) requires it. And when words and 
syllables arc combined into a [big] compound or [the utterance is] 
quick, or confusion about different meanings is liable to arise, Pause 
should be observed at the end of a foot or as required by the 
breath. In the remaining cases Pause should [depend on the 
meaning. 


2 These are the words of a mprah-bdlia Heroine.. 

9 See N& XXIV. 43. * See. Ntt. XXIV. 44. 

61 (C.60; B.X VII. 133). 62 (C 61; B.XVII. 134). 

63-64 (C.62-63; B.XVII. 135-136). 65 (0.64; B.XVJI.187) 

66-67(0.65-67; B.XVII. 138-140a). 
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1 Here one should know about Drawn-out Syllables (Icrst/a- 
ksara) 2 in connexion with the States and the Sentiments, e.g. 

The Drawn-out Syllables and their use 

68-69. The consonant ending in along vowel like a, e, ai, 
or au is known as a Drawn-out Syllable. In sadness, argumenta - 
tion, questioning or indignation such a syllable should take (lit. be 
pronounced in) one Kala time. 

70. As for the rest of the syllables they may be pronounced 
with Pause required by their meaning, and such a Pause may be 
one, two, three, four, five or six Kalas’ duration. 

71. The Pause being of great duration (■ vilambita ) the 
syllable pronounced will always 1 be [rendered] long. But its 
duration should not be more than six Kalas 3 . 

72. Or, taking account of the practice as required by some 
cause, or of the [particular] incident one should observe Pause in a 
verse to suit the State or the Sentiment [involved]. 

73. In verse, Pauses arising from the foot-division [only] are 
recognized ; but the position of these may bo varied [on the 
stage] by experts to suit the meaning [of a passage]. 

74. But [while observing Pause as directed above] one 
should not create (lit. pronounce) ungrammatical words ( apagabda ) 
0r spoil the metre, and one should not pause too long except in 
places of caesura, and in [uttering words expressing] sorrow one 
should not make the Intonation excited (dipta) 1 . 

75. One should recite a dramatic composition (kavya) 
which is free from literary defects (kg,vya-dosa), possess best 
characteristics and has [literary] qualities, and in such a Recitation 



1 The text here is in prose. We follow TVs text. 

2 C. ni&rstaksara for krsyahara,° 

68-m (C.68-69, B.XVJL 140-141). 70 (C.70; B.XVI1I. 142). 

71 (C-71; B.-XVII. 143). 1 C. yadh for soda. 

3 C. padanim for kalanam. 

72 (C.71c-72a; B.XVII. 141). 73 (72b-73a ; B.XVII. 145). 

74 (0.73b, 74a ; B.XVII.146). 1 C. repeats 77a before this. 

75 (C.75; B.XVII. 147). 


45 
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one should observe proper rules relating to the utterance of notes 
and their Alamkaras. 


76. Alamkaras and Pauses that have been prescribed in 
case of Sanskritic Recitation, should all be observed in un-Sanskritic 
(Prakritic) Recitation of women as well. 

77. Thus in the representation of the ten kinds of dramatic 
work (rupa) producers should prepare Recitation subject to an 
observance of proper note, Kala, time (tala) and tempo (laya), 


78. Rules of Intonation have been prescribed [by me] in 
proper sequence. I shall describe hereafter the ten kinds of 
dramatic work. 


Here ends Chapter XIX of Bharata’s Natyasastra, 
which treats of the Display of Intonation in connexion 
with the Verbal Representation. 


76 (C.76; B.XVII. 148). 

77 (C.77; B.XVII. 149). 

78 (C.78, B.XVII. 150). 







CHAPTER TWENTY 
TEN KINDS OF PLAY 

1. I shall now describe the tenfold 1 division of plays 
together with their names, functions and modes of production. 

2-3. For their definition ( lalcsam) plays are known to be of 
ten kinds such as Nataka 1 , Prakarana, Alika (Utsrstikahka) 2 , 
Vyayoga, Bhana, Samavakiira, Vlthi, Prahasana, Dima 3 , and 
Xhamrga. I shall describe their characteristics in detail (lit. from 
the beginning). 

4. Styles ( vrtti ) 1 are known as the constituent elements of 
all dramatic works (lit. poems). Considering their production 
the ten kinds of play are considered to have proceeded from these. 

5. Just as the Jatis 1 and the Srutis 2 of notes constitute a 
scale (grama) 8 , so varieties of Style make up the dramatic 
composition ( I'civyabandha ). 

6. Just as the Sadja 1 and the Madhyama 3 scales include 
all the notes, so these two [kinds of] dramatic composition (Nataka 
and Prakarana) are made up of all the Styles. 

7. The Nataka and the Prakarana are to be known as 
made up of all the Styles and they utilise all the different methods 
of construction 1 . 

1 (C.l; B.XVIII). 1 Old writers on tho subject like Koliala men¬ 
tion additional types of play such as Sattaka, Totaka and Rasaka (Ag.). 
Bkoja ignores tho Totaka and recognises only twelve kinds of play includ¬ 
ing the Natika mentioned in the ,NS. (See, Raghavan, Sr. Pr. p. 27). 

2-3 (C.2-3; B.XVIII. 2-3). 1 This word is sometimes loosely used 

as a synonym of fiifiz or rupaka. 

s To distinguish it from aiika meaning ‘‘an Act,” it it also called 
Uts^tikahka. 

8 It is evidently a non-Aryan word. 

4 (C.4; B.XVHL 4). 1 See XXII. « 

5 (C.5; B.XVIII. 5). 1 See XXVIII. 36ff. 8 ibid, 8 ibid. 

6 (C.6; BXVIII. 6). * SeetXXVIII. 22ff. * ibid. 

7 (C.7j B.XVIII.7) 1 It seems that 6 and 7 have taken each 
other's place. 
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8*9. Plays of the Vithi, the Samavakara, the Ihamrga, the 
Utsrstik&nka, (Anka), the Vyayoga, the Bhana, the Prahasana and 
the Dima classes should be made devoid of the Graceful Style. I 
shall hereafter describe the different methods of constructing plays. 

The Nataka 

10-11. [A play] which has for its subject-matter a well- 
known story 1 , for its Hero a celebrated person of exalted nature 
(■ udatta ) 2 and which describes the character of a person descending 
from a royal seer 3 , divine protection [for him], his many super¬ 
human powers 4 5 and exploits such as, success [in different under¬ 
takings] and amorous pastimes, and which has appropriate number 
of (lit. > ichly furnished with) Acts ( ahka )* and Introductory 
Scenes ( pravesaka), is called a Nataka 6 . 

12. Character of kings, their acts and movements re¬ 
presenting many States and Sentiments, and arising from (lit. 
made by) their joys and sorrows [when described in a play] is 
styled a Nataka- 

The Act 

18. After considering the denouement ( kan/a ) suitable to 
the particular stage [of the plot] an Act should be constructed by 
expanding the Prominent point ( bindu) [of the play} It should 
be furnished with a group {gam) [of characters] 1 . 



8-9 (C.8-9; B.XV1II. 8-9). 

10-11 CC.10-11; KX Vril. 10-11). 1 It must occur in some form in 

a Parana, Itiliasa (Ram, and Mbh*) or any other celebrated work (e. g. 
Rvk»fcka(haX 

2 Rama, Krtyu* tmd Udayaan are examples of such persons. This 
and the other conditions mentioned in the note above exclude living persons 
as Heroes of the Ntiiakas. Cf, NI). p. 27. 

3 Janaka and Visvamitra are examples of such persons. 

4 Divine personages may be introduced in a Nataka only as Heroes 
of an Episode (pataka) or Episodical Incident ( firakari). See Ag- and 
and ND. (Joe. ctt). 

5 For tj^e description of an Act (cri)Aa} me below 13-15* 23. 

6 Forfahe desription of m Introductory Scone (praveiaka) see below 
19-21/ 27-35. 

la (*U 2 ; axvm 12) 

13 (0.18/ B.XVIII, 13). 1 C. reads this couplet differently. 
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14. The Afika (Act) is a rv.dli P (traditional) word. As by 
means of the States and the Sentiments it causes the meanings [of 
plays] to ruh (to grow) through [an adherence to] some [technical] 
rules, it is called an Anka (Act) 2 . 

15. An Act shoiTld be brought to a close by (lit. in) a 
division of the play, and no final disposal of the Germ (blia) should 
be made in it 1 . And the Prominent Point ( bindu ) 2 of (lit. 
arising from) a play should again and again (lit. always) be made 
to occur (lit. pervade) in the plot ( vastu ). 

16. That [part of the play] where a [particular] incident 
(lit. meaning) is fully expressed, but where the Germ (blja) is not 1 
fully disposed of, is always to be known as an Act which slightly 
attaches itself to the Prominent Point (bindu). 

17. An Act which relates to the direct exploits 1 of the 
persons (lit. Heroes) mentioned [before] and their various States, 
should not be made too long 2 . 

18. It should also be known that the Act is to contain the 
various Sentiments arising from [words and deeds of] the queen 1 
of the Hero, his superiors, 8 priest, minister and leader of the army 
( sartkar'dha )*. 


14 (C.14; B.XVIII. 14). 1 The root ruh means to grow. 

a This is an instance of folk-etymology and does not help us at ail 
to understand the real meaning of the word. 

15 (C.15 ; B.XVIII. 15), 1 From a repetition of the Prominent 

Point the play seems to attaiu compactness. 

* C. oin. karya after ahka-samdptih and reads karyacchedo na for 
kavyacckede na, C., khvyacchedena, B 

16 (0.16; B.XVIII. 16) 1 Emend ca into na. Such an emendation 

seems to be necessary from the special meaning of the word bija. C'f. 
sarvesan? ahkhndm ydrtho bijalakami/ak (Ag). 

17 (C17; B.XVin. 17) ' Read pratyaksa-caritasarnyogah. 

3 Bead ’vikrMa •sfsiare i Huf vqfifi ii^not (Ag.). 

18 (0.18; B XT)II. 18). x Queens include his concubines artd the 
tnahadevi or chief queen (Ag.) 

3 Superiors include his parents and teachers (Ag). 

8 Sartkavnho'Ira sendpaiih. (Ag); In extant dramas stnapdii 
seldom app ears. 
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Incidents Dot directly presentable in an Act 

19. i Feats of anger, favour, grief, pronouncing a curse, 
running away, marriage, commencement of some miracle and its 
actual appearance, should not be made visible in an Act 2 . 

20. A battle, loss of a kingdom, death 1 , and siege of a city 
being not directly visible in an Act 2 , should be presented by 
Introductory Scenes (pravesaka). 

21. In an Act or in an Introductory Scene of the Nataka or 
the Prakarana there should be no killing of a person who is known 
as the Hero 1 . 

22. His flight, treaty or capture should always 1 be indicated 
by means of special descriptions (lit. poetical passages), and 
Introductory Scenes will refer to such incidents (lit. acts). 

23. An Act should cover incidents that can take place in 
course of a single day ; it should relate to the Germ of the play 
and should proceed without a hindrance of the routine duties. 1 


19 (C.20; B.XVIII.20). 1 B. and C. read before this one additional 
couplet which in trans. is "The number of Acte in the Nataka and the 
Prakarana should not be less thau five and more than ten (read pancapara 
dasapam in the text)”. But in view of the couplets 25 and 57 below, 
this seems to be superfluous- 

' ahke’pratyaksajani—ahke+apratyaksajani (aidta-pratyakm, C.) 
See An. R. commentary '(p.53) where we have aafq w; ; 

see also 20 below. 

20 (C.21; B.XVIII.38). 1 This clearly shows that death-scenes 
were not prohibited on the ancient Indian stage. Bee YII.85. note 1* 

2 B. Praiyaksani lu naiake for apratyaksakrtani, Cf Sagara- 
nandiu’s view on this point (NL. p.13). 

21 (C.22; B.XVIII.39). 1 A misunderstanding of this rule as 
adopted in SI)., (274) has given rise to the belief of modern scholars 
that the ancient Indian drama did not permit death-scenes on the stage. 
See Keith, Bkt Dr. pp.293, 354; Haas, DR. p.93. 

22 (C.23; B.XVIIJ.39). 1 B. reads yojyah for fitlyam, and kavya- 
ili'sair bahuhfur yat/iurasain natya-tattvajnmh as 22b. 

23 (0.24, B.XVill.21). 1 B. apravittam for apravrttnh. Sagara- 
uuodiu reads it will a slight difference. He quotes also other views about 
th' 1 duration of incidents presented iu au Act. Bee NL.Cp.L3). 
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24. A wise playwright should not put in [too! many inci¬ 
dents in a single Act 1 * . And incidents in it should be depicted 
without a hindrance of the routine duties 3 . 


25. Persons who will enter the stage in an Act (lit. there) 
will go out after performing things connected with the Germ and 
the meaning of the play, and [they are to create) the piopei 
Sentiments. 


26. Knowing the length of a day which is divided into 
Ksanas 1 , Yamas* and Muhurtas* one should distribute all the 
different incidents in a play to difteront Acts. 

The Introductory Scene 

27. When incidents that are to be finished in course of a 
[single] day, cannot be accommodated in an Act they should lie 
presented in Introductory Scenes after closing the [same] Act 1 . 

28. [Incidents] that may take place in course of a month 
or a year, are also to be presented [similarly] after closing the 
Act 1 ; but [incidents covering] more than a year should never be 
treated [in such a manner). 3 

29. When in an Act any person goes out on business to a 
distant land, it should be brought to a close [at that point.) as 


perscribed before. 

30. With an Act of the Nataka and the Prakarana the Hero 
should be closely associated. And an Introductory Scene 1 
should be made up 3 of a conversation of attendants._ 

24 (C.25; B.XVIII-22). 1 Read ekahke na instead of ekahkena 
(B.C.). The controversy over the reading is much anterior to the time 

of Ag. (See Ag.). , , _ 

3 Routine duties include prayers as well as taking meals, (sand/tya- 

vandanadt)* 

25 (C.26; B.XVIII.23). 26 (C.27; B.XVII1. 25). 

27 (C.28; B.XVII1 26). 1 Es. Avi, II, Vikram, V. 

29 (C.29, B XVIII.31). 1 0. reads ahkacchedam kuryhi for cche- 
dam krtw. The meaning of this rule seems to bo that an interval be¬ 
tween two Acts will include events covering a month or a year only. 

29 (C.30; B.XVin. 32). 

30 (C.30/ B.XVIII.28). 1 O. fivavcsake for pmvemko ; 

3 B. vijneyah for kartavyah. 
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31. An Introductory Scene in the Nataka and the Prakarana 
should be made to relate 1 to the essentials of the Prominent Point 
(bindu) and to follow the preceding (lit. another) Act. 


32. It (the Introductory Scene) should not consist of 
exploits of the superior and the middling characters, and there 
should be no exalted speech in it. And in practice it should adopt 
speeches and manners of the common people. 


•jo, An Introductory Scene may have many purposes. 
[For example], it may indicate the advent 1 or passage of time, 
change of Sentiments or the beginning [of an Act] or the 
denouement ( karya ) 2 , 


34. Incidents which depend on many [persons] are to be 
compressed by means of Introductory Scenes or in Junctures 
(sandhi). For a play containing [too] many prose passages 1 will 

be tiresome [to the spectators] at [the time of] the production [of 
a play]. 


35. When a particular item cannot be completely presented, 
in an Act lest it should be too large for [successful] production, its 

account should be compressed in a few words and put in an Intro¬ 
ductory Scene. 

The Supporting Scene 

06 . In the Nataka the Explanatory Scene ( vitkambhaka ) 
should always be made up with the middling characters 1 and it 


31 (C..32; B.XVTII.33). 

32 (C-33; B.XVm.34). 

33 (0.34; B.XVIII.35), 

fwu<uri{. (°<4t B.). 


1 C. bhavati kqvye.su for samvidhatavyah. 
Read 33a as 'sratwRJifhrasfiaffaKai^rr^. 


* B. read. tli. first hemistich with the change accepted by 4g 
The passage m B. m tract, wili be as follow, : Aa Introductory Scene 
may have man, purposes. For crample, it indic>t< , ft() 

ZSZZZSr ^ ” ot ^ ei affects of planning 

... “ (C j, 35i 1 *.' X , V I IJ SW ‘ ' X?or "Mai*"- yuktam. See NL. 

• ■ i-30-l. C. reads oahupurna-padyavrttam. 85 (C.36/B.XVIII.37) 

36 (0.87/ B.XTm.54). 1 This is meant that superior characters 

do not appear in a Supporting Scene. See below 37 note. 
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. should bo concise and follow the polished style of speaking 

(samsJcria-vacana). 

37. It should be of two kinds : pure (suddha) and mixed 
(samlarna). Of these, the pure is made up with the middling charac¬ 
ters, and the mixed with the inferior and the middling characters, 

38. In the Nataka and the Prakarana an Explanatory 
Scene between two Acts or at the beginning of an Act, should 
always include the middling and the inferior characters 1 . 


Number of dramaiis personae 


30. The Nataka and the Prakarana should not be made to 
contain a great number of attendants [to the Hero]. The 'Hero’s 
attendants (lit. men of work) in such plays (lit. there) should [at 
most] be four or five 1 . 

40. Plays of the Vyayoga, the Ihamrga, the Samavakarn, 
and the Dima classes should be made to have ten or twelvo 
characters ** 1 . 


Introducing chariots and palaces on the stage 


41. A chariot, an elephant, a horse and a palace should not 
be presented on the stage. These should be provided [in a play] bv 
means of appearance and costumes 1 [of men concerned] and [their] 
Gaits 2 * * * * * * and movements (gati-vicara) 9 . 


37 (C.38; B.XVIII.55). 1 Ex. PratijiVi II. Sak. 111. 


2 Ex. Pratimu. II, Vikram. HI. 

38 (C.39). 1 The exact significance of this rule is not dear. It 

Possibly moans to say that plays other than of the Nataka and the 

Prakarana types, will not allow an Explanatory Scene of the mixed 
kind. An example of such a scene probably occurs in the Panca. of Bliiisa, 
which does not fall into any of the known types of drama. Bee Pusalker, 
Bliasa, pp. 209ff. 

39 (C.40; B.XYIII.41). 1 This rule is possibly meant for avoiding 
the practical difficulty of producing a drama with too many characters. 

4(1 (C.41). 1 C. gives it in a mutilated form. Its second hemistich 

should be read as da'eabhih dvadasabhir m kdryani . 

41 (0.42). 1 This couplet should be read us n w G wi^il- 


2 Bee NS. XXIII. 6-9. 
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42. But an elephant, a horse) a palace, a hill or any con- 


construction] 1 . 


Introducing an army on the stage 

43 . If duo to any reason 1 a detatchment of an army is to 
be introduced on the stage (lit. here), only five (lit. four) or six 
persons are to make their appearance (lit. going). 

44 . [In a play an army] should be made to appear as con¬ 
sisting of a small number of men, representing mounts and 
travelling ■•equisites, and it should move slowly. For in the military 
role (kmira) 1 of the actors, [actual] rules of polity do not apply. 

45. In the composition of a play Denoument should be made 
[like] the tip of the cow’s tail 1 , and all the exalted situations (lit. 
states) should be put at the end. 



46-47. At the conclusion of all the plays which contain 
various States and Sentiments, experts should always introduce the 
Marvellous Sentiment 1 . Thus I have briefly but properly spoken 
about the characteristics of the Nataka. I shall hereafter describe 
the Prakarana by mentioning its characteristics. 

The Prakarana 

48. The play (lit. where) in which the writer praknrule 
(devises) 1 by his own genius an original plot with its Hero, and 
works up its elaboration (sarira), is called the Prakarana. 


42 (C.42). T See above 41 note 2. 

43 (C-44). 1 Emend karuvopapanna into karanopa . 

3 Emend kartavyamantra into karlavyam aim. 

44 (C.45). 1 Emend ksalena into ksatre na. 

45 (C-46; B.XVIII.42). 1 The exact significance of this expression 
as well as the implication of the entire rule is not clear. Ag. however 
quotes two different views on the subject but none of them seems to be 
convincing, 

46-47 (C.47-4S; B.XVI 11.43-44). 1 This is mostly to be _done by 

causing unexpected things to happen* The sudden revelation of Avantika 
as Vasavadatta in Bhasa's Svapna. (VI) and the dramatic re-union of 
iSakuutftla with Dusyanta in Salt. (VII) are examples of this rule. 

48 (C.49; B.XV1II.45). 1 From this it may be assumed that once 

there were Prakaranas in which the plot was not wholly original, t.f. the 
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49. When a playwright constructs a play with an original 
(lit. invented) Germ and a plot which is not connected with Rsis’ 
works 1 and which that play has gathered from some other works 
and lias some marvellous qualities in it, the same is also called 
the Prakarana- 

50. The plot and its elaboration as the basis of the Senti¬ 
ments, 1 which bave been prescribed in case of the Nataka are also 
to be applied with [the the detail of] their characteristics to the 
Prakarana in all its Junctures (sandhi) 2 3 4 . 

51. The varied exploits 1 of Brahmins, merchants, ministers, 
priests, officers [of the king] and leaders of the army [when pre¬ 
sented in a play] are to be known as the Prakarana 2 . 

52. The Prakarana should be known as not made up with 
an exalted Hero. And it does not contain the character of any god, 
has no story of king’s enjoyment, and it is connected with the men 
outside [the royal palace]. 

53. The play of the Prakarana type should include [in some 
cases] servants, parasites (vita) and heads of the merchants’ guild, 
[as characters and should contain incidents arising from] the 
conduct of courtezans as well as exploits of depraved women 
of good family. 

51. [In an Act of the Prakarana] where a minister, head of 
the merchants’ guild, Brahmin, priest, minister and leader of the 


playwright worked up materials from the source of the plot, such ns 
Mbh. Ram. and Brhatkathii. See above 10-11 note 1. 

49 (C.50; B.XVH3.46). 1 Ram and Mbh. are’examples of such 

works. 

50 (C.51; B.XVIII.47). 1 C. rasasrayopetani for ca vrttibhedas ca • 

3 0. kcvalam utpadyavastu syat for salakmnam sarva-sandhisu tu . 

51 (C.51; B.XVI1I.48). 1 From this “varied exploits” one is 

to understand that Prakarana was not concerned exclusively with 
love-themes. 

4 The types of charactei'3 mentioned in the rule are mostly absent 
in the scanty number of extant plays of tliis type. The Pratijia. is an 
example of a Prak. having ministers as its Hero. 

52 (C.53; B.XVHI.49). 53 (C.54; B.XVHL50). 

54 (C.55; B.XVI1I.51). 
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caravan stay in their family circle, no courtezan should be brought 
in there 1 . 


55. [In the'Prakarana] when a person is in the company of 
a courtezan there should not bo [at the same time] his meeting with 
any respectable woman (lit. woman of good family), and while he is 
with a person of high family no courtezan should meet him then. 

56. If out of necessity (lit, reason) there occurs a meeting 1 
of courtezans and respectable ladies in [any scene of] a Prakarana 
their langnage and manners should be kept undistorted. 

57. In the Nataka and the Prakarana the playwrights 

« 

should have the number of Acts as not less than five and not more 
than ten 1 ; and this should be furnished with the various Senti¬ 
ments and the States 2 . 

58. After considering the need and action of the plot 
one should place between two Acts the Introductory Scenes which 
are to compress the events in the Junctures (sandhi) 1 . 

The Natika 

59. In a play of the Natika (Ngti) class producers are to 
recognise a more or less well-known variety of these two (the 
Nataka and the Prakarana) 1 . 


1 See 56 below. 

55 (C.56; B.XVIII.52). 

56 (C.57; B.XV1II.53). 1 The nature of the necessity, and the 

language which the author of the NS. had in view in formulating this 
rule, has probably been indicated in the following couplet. 
wtisgisspifl: i warn tsjn Bin Pp- 243 

57 (C.58; B.XVIIJ.29). 1 Read dash para for dasapara. 

2 B. reads the second hemistich as ^ qqjtqnqr'i 

58 (C.59; B.XVIII.56). 1 Read this couplet as follows : 

i sftwprt efouasi:. Cf. DR. 1.118 (ed. 

Ilaas, pp. 34-35) and SD. 302. The Introductory Scene cannot be placed 
in the beginning of a play and it must lie in Pkt. 

59 (C.60a-61b; B.XV1I1.57). 1 Read naHsa'ujasriie kuvyc for 

n'alakayoge prakarane. See Avaloka on DR. (ed. Nirnayasagar) 111.43. 
Description of the Niitika givou here (59-63) has been rightly suspected 
as an interpolation, though Keith is for rejecting this suspicion. See 
Ski. Dr. p. 849. 









60- Different in origin from the [two types of plays] 
the Nataka and the Prakarana, its plot should be invented, the 
Hero should be a king and it should be based on [an incident 
relating to music or affairs of the harem 1 . 

61. And it contains an abundance of female characters, has 
four Acts, graceful gestures as its soul ; well-arranged constituents, 
many dances, songs and recitations, and love’s enjoyment are its 
chief features 1 . 

02. The Natika should be known also to contain [a dis¬ 
play of] royal manners 1 , [fit of] anger 2 , its pacification, and [acts of] 
deceit (dambha), and to have the Hero 3 , his queen, the female 
Messenger and the attendants [as its dramatis personae ]. 

63. ir rhe characteristics of the Nataka and the Prakarana 2 
have been briefly described by me. I shall now speak about the 
characteristics of the Samavakara. 

The Samavakara 

04-65. It 1 should have the [exploits of] gods as its subject 
matter (bjja) and an Asura as a well-known and exalted character 

60 (C.60b-6la; 15.XV1IL58)- 1 Keith seems to be in error about the 
nature of the subject matter (plot) of the Prak. See Skt. Dr. p. 349. Justi¬ 
fication for calling the Pratijna. a Natika may be found in the fact that 
its plot is based on musical lessons given by Udayana to Vasavadattii 
and it lias four Acts. But according to its Prologue it is a Prakarana. Sec 
Pusalker, Bhasa, pp. 271-272. 

61 (C.62; B.XVIII.59). * But for this feature of having four Acts 
only, the Mllavi. may be considered a Natika. See Keith- Skt. Dr. p. 350. 
Ratna. is a well-known example of the four Act Natika. 

62 (C.63; B.XVlIl.GO). 1 C. kcmopacara for rajopacara, 

2 B. k ro dhada tnbh is a my ut t a for krodhasamyuta capi. 

3 C, reads 62b as 

63 (C.65; B.XV11I.62). 1 B O. read ouc additional couplet (C.64; 
B.XVIII.81) on the basis of two mss. It does not givo any new 
information. 

3 C. Prakarananalaka-fta{i-laksanam uktam for *vQaka-foksana- 
nam uktam vipra. Evidently the interpolator who is responsible for 
the description of the NatT (Natika) inserted «6|* in the rending of ( '■ 
See above 59 note. 

64-65 (C.66-67; B.XV11I 63-64). 1 No old specimen of this type 





as its Hero, and it is to consist of three Acts [presenting] the three 
kinds of deception, the three kinds of excitements or the three 
kinds of love 2 . [Besides this] it should have as many as twelve 
dramatis personae and a duration (lit. length) of eighteen Nadikas 3 . 
I shall now speak about the rule regarding the number of Nadikas 
to be alloted to the different Acts. 

6G. A Nadika 1 should be known as the half of the Muhurta 2 
which is a [well-known] measure of time. The Acts in a Samava- 
kara should be measured according to the directions given in terms 
of this Nadika. 

The first act of the Samavakara 

07. The first Act [of the Samavakara] should have a dura¬ 
tion of twelve Nadikas 1 and it is to contain laughter, excitement, 
deception or a Vithi. 

The second and the third acts of the Samavakara 

08. The second Act also should be similar [except that] 
it is to have a duration of four Nadikas 1 . And the third Act. 
which will bring the plot to a close will have a duration of two 
Nadikas 2 only. 


of drama is available. Samudramanthana by Vatsai'iija (12th century) is a 
very late work. See Keith, Skt. Dr. p. 267. Bhasa’s Paiica. is not a Samav- 
Cf. Mankad, Types of Skt. Dr. p. 58; Pusalker, Bhasa, pp. 202-210. 

‘ It does not seem likely that any one play of this type will 
include all three objects (deception, excitement and love) in their three 
varieties. 

3 As the topics (and hence the Acts) in the Samavakara are to be 
loosely related (see G!) below) ; this limitation has been placed on the 
time lest it should be made too long. 

06 (C.72a, 68b, BXVIII.67). 1 nadika —24 minutes. Sec below 
67 nob'. 

3 muhurta— a period of 48 minutes. See below 66 note 1. Curiously 
enough Saradatannya thinks that nadjka is one fourth of a muhurta. 
See BhP. p. 249. 

67 ((7.70; B. XVIII.65), 1 12 nadikas (na<Jis)—4 hours and 48 
minutes. 

68 (C.71; B.XViIl.66). 1 4 nadikas — I hour 36 minutes. 

3 2 uhdjkds— 48 minutes. 
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CO. x In composing the Samvfikara. different Acts should lie 
made to have different topics. And topics in the Samavakara are 
to be loosely related to one another 2 . 

The three kinds of Excitement 

70. Excitement ( vidrava ) is known to he of three kinds such 
as being due to battle and flood (lit. water), storm (lit. wind) and 
fire, or big elephant 1 at large, and siege to a city. 

Three kinds of Deception 

71. Deception ( kapata ) is known to be of three kinds 
such as being due to a devised plan, 1 accident or [the stratagem 
of] the enemy, It creates joy or sorrow [to persons]. 

Three kinds of Lovo 

72. In this connexion (lit. here) three kinds of love to be 
presented through different actions are : that in relation to duty 
(dharina), that actuated by material gain ( arlha ) and that actuated 
by passion ( Icama ) x . 

Love together with duty 

73. When in [discharging] the duty one attains one’s 
[much] desired well-being 1 accomplished in many ways and in 
this connexion means like observing vows 2 , austerities and 
penance are adopted, it is to be known as love in relation to duty 
{dharma-trhgdra). 


69 (C.72b, 73; B.XV1II.69). 1 Before this B. reads one additional 

couplet (B.69) which does not give any important information and has 
the support of two mss. only. In C. this occurs after C. 63. ^ 

2 From this it appears that Samav. was not a play of the regular 
type and belonged to a very early stage of evolution of Indian drama. 

70 (C.74; B.XV1I1.70). 1 0. Jalendra-sambhavo for gajcndnx- 

sambhrama. 

71 (C.75; B.XVIII.71). 

72 (C.76; B.XV1IL72). 

73 (0.77; B.XVIII.73). 

HW *5UT. 

2 C. firati for vrata. 


1 (.'■ yaslu gaiikrama, for vasiugat'.d:ratn>. 
1 C. reads 72b us "Oh uuii- 

1 B. reads 73a as ufa'I. 
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earthquake 1 , fall of meteors; an eclipse of the sun or the moon, 
battle 2 , personal combat, clxallange, and angry conflict. 

87-88. The Dima should abound in deceit and jugglary and 
should have the energetic activity of many persons, and dissention 
(bheda) 1 among themselves, and it is to include sixteen characters 
which may be gods, Nagas, Kaksasas, Yaksas and Pisacas, and 
[besides this] the play is to be carefully made in the Grand and 
the Energetic Styles and is to have many States to support it". 

89. The Dima has been described by me in all its charac¬ 
teristics. I shall speak now about the characteristics of the 
Vyayoga. 

The Vyayoga 

90. The Vyayoga should be constructed by experts with 
one well-known Hero as its basis, and it should include a small 
number of female characters and [the events related in it] will be 
of one day’s duration only 1 . 

91. Many males.are to take part in it as in the Samavakara, 
but it is not to have the latter’s length, for it is to have only 
one Act ( ahka ). 

92-93. It should have a royal sage as its Hero and not a 
divine personage, and it should include battle, personal combat, 
challenge and angry conflict. Thus the V yayoga should be made 
with exciting Sentiments as its basis. I shall now speak ol the 
characteristics of the Utsrstik&nka (Ahka). 


* C. reads 86a as 

2 C. °yiiddha-praharana for yuddh-adharsana. 

87-88 (.91-92); B. XVIII..87-88). 1 B. bahu-fiustottlmiayoga for 

bahuPurusottluma-bhcda. 

2 C. tajjuair-nana&raya-visezena for naiiasraya-bhavasampanna . 

89 (C.93; B.XVIH.89). 

90 (C.94 ; B.XVIII.90). ' Bhasa’s Madhyaina. is its solitary old speci¬ 
men. Prahladanadeva’s Partha-parakrftina (12th cent.), Vatsarajas Kii.i- 
tarjunlya (12th cent.) and ViSvanatha’s Baugandhika-harana etc. are very 
late specimen* of tins typo. Soc Keitli Skt. l>r. p. 265. Pusalket, IW 
p. 203. Dtttava. Dtlfcagba. PaBca. sud Dm. cannot bo «1M Vyiiyogas. 
Cf. Pnealkor, Blmsa, PP. 186, 187, »0, 209. Manknd, iypos of Skt. 

Dr. p. 59-61. 

91 (C.95; B.XVIH.91). 


92-93 (C.96-97; B.XVIII.92-93). 
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The Utsrstikfinka 

94. The Plot in it is [usually to be] well-known, but it may 
sometimes be otherwise, and it is to be furnished with male 
characters other than those who are divine 1 . 

95-96. The Utsrstikahka should abound in the Pathetic 
Sentiment; it will treat women’s lamentations and despondent utter¬ 
ances at a time when battle and violent fighting has ceased ; it 
should include bewildered movements [of mourners] and it must be 
devoid of the Grand, the Energetic and the Graceful Styles and its 
Plot should relate to one’s fall (lit. end of the rise) 1 . 


-Scenes with celestial Heroes 

97. [Scenes of] all the plays which have celestial Heroes, 
and which [treat] a battle, capture and killing [of enemies], should 
be laid in Bharata-varsa 1 . 

98. Of all the Varsas (sub-continents) prescribed for the 
gods why 1 is Bharata-varsa chosen [in this connexion] ? Because 
the entire land here is cliai'ming, sweet-smelling and of golden 
colour. 

99-100. [But scenes of their] garden party (lit. going to 
a garden), sport, pastime and enjoying the company of females, 
are always to be laid in the other Varsas; for there is neither 
any sorrow nor any grief there. Their enjoyments should take 
place in the mountains which are connected with those Varsas in 
the Puranic accounts, but their [other] deeds should begin hcie 
(i. e. in Bharata-varsa). 

94 (C.91: B. XVIIL94). 1 Bhasa's Uru. is a solitary example this 
type of drama. See Pusalker, Bhasa, pp. 199, 200. Keith seems to be in 
error when he says that a play within a play is often called an Alika. See 
Skt. Dr. p. 268. 

95-96 (C.99-100 ; B. XVIII.95-96). 1 C. kartrvyo abhyudayanias 

tajmih for karyah kavyavidhijnaif} 

97 (C 101* B XVIII 97). 1 This and three following couplets (97- 
100 ) seem to be more relevant after NS. XIV. 26 which treats similar 
topics. 

98 (C.102; B.XV11I.98). 1 C. tasmU for kasmal. 

99-100 (C.103-I04; B.XVIH.90-100). 
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Love together with material gain 

74. Love in which attainment of material gain occurs in 
various ways * 1 is called Love in relation to material gain (< irtha - 
srngara) or it may be that love in which the enjoyment of pleasure' 
with women is for the purpose of some material gain. 


Love duo to passion 

75. Love actuated by passion (hama-srhgara) includes the 
seduction of a maiden and it causes, and also secret or excited 
intercourse 1 of a man with a woman. 


Metres not allowed in the Samayakara 

70. i In the Samavakara the playwright should make 
proper use metres other than Usnik and Gayatrl etc. which are 
of complex construction 2 . 

77. In this manner an expert should compose a Samavakara 
which will be the source of various Sentiments 1 . I shall hereafter 
speak about the characteristics of the Ihamrga. 

The Ihamrga 

78. It (Ihamrga) has as its dramatis personae divine males 
who are implicated in fights about divine females. It should be 
constructed with a well-arranged plot and should be convincing 1 . 


74 (C.78; B.XYIII.74). 1 Read 74a as nsfct 

arKt: (ms. cha B.). 

75 (C.79; B.XVIII.75). 1 Read 76a as “5 ww w'ai 

*u fWa: wk:. (mss. ya, na. pha, bhi in B.). 

76 (C.80; B.XVIII.76). 1 Read this couplet as follows :— 

i arfufa natsjifa. The reading 

accepted by Ag. scorns to bo corrupt. For Usnnik and Gayatrl type of 
metres cannot by anj means be considered as being of complex con¬ 
struction (bandhakutjla). Our emendation has the support of mss. 
cha. in B. Udbhata (the noted commentator of the NS.) too thinks that 
the rule prescribes complex metres such as Sragdhara for the Samav. 
See Ag. 

a Lengthy, sami-even and uneven types of metres. 

77 (C.81; B.XYllI.77). 1 C . snkhaduhkhasavmrayah for nhnarasa- 
samasrayah. 

78 (C.82; B.XVIII.78). 1 C. Vipratyaya for vipralyaya. No old 
specimen of this type of drama is available. Rukminiharayn by 
Vutsanija is an artificial production of a very late period (12th century). 
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79. It is to abound in vehement ( uddhata ) Heroes and to 
have its construction dependent on feminine anger which is to give 
rise to commotion ( samlcsobha), excitement ( vidrava ) and angiy 
conflict (sampheta). 

80. The Ihamrga should be a play with well-ordered cons¬ 
truction in which the plot of love is to be based on causing discord 
among females, carrying them off and oppressing [the enemies]. 

81. All that are to be made [available] in the Vyayoga—its 
male characters. Styles and Sentiments—should be brought in the 
Ihamrga also, except that the latter is to include (lit. have connexion 
with) the goddesses (lit. divine females) only 1 as its female characters. 

82. [In the Ihamrga] when persons intent on killing 1 is 
on the point of killing, [the impending] battle should be avoided by 
some artifice. 


88. O Brahmins, the characteristics of the Ihamrga have 
been briefly mentioned by me. I shall speak hereafter on the 
characteristics of the Dima. 

The Dima 

84. The Dima should be constructed with a well-known 
plot, and its Hero should be wellknown and of the exalted ( udatta ) 
type. It is to contain the six Sentiments and to consist of four 
Acts only 1 . 

85-80. It should contain all the Sentiments except the 
Erotic and the Comic, a plot ( lcavyayoni ) with exciting Sentiments 
and various States, and it is [also] to include incidents such as an 


(See Keith, Skt. Dr. p. 266). Two other late specimens of this kind 
are KysnanvEra’s Vira-vijaya and Krsna AvadhUta’s Sarva-vinpda-nataka 
(See Sten know, ID. p. 114). 

79 (C.83; B.XVIII.79). 80 (0.84a, 85a; B.XV11I.80). 

81 (C.85b-86u; B.XVJII.81) 1 See below 90-93. 

82 (C.84b, 86b; B.XVI1I.82). 1 vadho'fyudahayo for vadho'- 

Pyudagro. 

83 (C.87; B.XV1I1.83). 

84 (C.88; B.XVIH.84). 1 No old example of thi* typo of drama is 

available. 

85-86 (€.89-90; B.XVIII.85-86), 

47 
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inferior type, and it may contain [any of] tlic Sentiments, and it 
may include [any of] the thirteen types. I shall now speak of the 
characteristics of all these. 


Thirteen types of the Vithi 

114-115. The thirteen types 1 of the Vltln are : Accidental 
Interpretation ( udghatyakd ), Transference (avalagita), Ominous 
Significance {avaspandita), Incoherent Chatter ( asatpraldpa), Com¬ 
pliment ( prapanca ), Enigma {noli = nalika) Repartee {vahkeli), 
Outvying ( adhivala ), Deception {cliala), Declaration {vijahara), 
Crushing {inrdava), Three Men’s Talk {trigala), and Undue Combi¬ 
nation of Words {gantin) 

116. [Any of these] thirteen types is always to be attached to 
the Vithi. I shall now speak of their characteristics in due order. 

Accidental Interpretation 

117. If, in order to explain them men connect words of 
obscure meaning with words other than [those intended by the 
speaker] it becomes Accidental Interpretation {ltd ghat galea) 1 . 

Transference 

118. When [anything] occurring in [relation to] something, 
will be made to accomplish something else, it becomes [an instance 
ol] Transference {avalagita) 1 . 

Ominous significance 

119. That one attaches (lit. creates) out of misunderstanding 
an auspicious or inauspicious meaning (lit. auspicious or inauspici¬ 
ous rise) to the words (lit. meaning) mentioned, is [an instance of] 
Ominous Significance {avaspandita) 1 . 


114-115 (C. 118-119, Cf. B.XVIII.ll3b-114). 1 Ahga in this con¬ 
nexion has been translated as 'division’ (Haas, DR. p. 84). But 'types’ 
seems to be a more suitable word. 116 (C.120; B.XVIII.115a). 

117(0.121, BXV1II 115b-ll6a). 1 Haas translates the word as 
'Abrupt Dialogue’ (DR. p.8l). For an example see 8D. 228; cf. Ag. 
DR. (III. 13-14) seems to define it differently. 

118 (C.132; BXVlII.116b-ll7a). 1 Haas translates it as 'Conti¬ 
nuance’ (Sec p. 85). For an ex. See SD. 292 ; Ag. Cf. DR.III. 14b-15a. 

119 (C.123; B.XV IJI.817b-l 18a). ‘The spelling avasyandita 
though accepted by SD. and DR. seems to be wrong (See Ag.). Haas 
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Incoherent Chatter 

120. When an irrelevant question (Lit. sentence) is followed 
by [an equally] irrelevant answer, it is [an instance of] Incoherent 
Chatter (asat-pralapa) 1 . 

121. When to a foolish person a learned man speaks the 
right words, but his words are not listened to, it is [an instance of] 
Incoherent Chatter 1 . 


Compliment 

122. When comic and untrue words purporting to be mu¬ 
tual praise of two persons, are uttered in the interest of one [of 
them] it is [an instance of] Compliment ( prapahca )*. 

Enigma and Repartee 

123. An enigmatical remark that gives rise to laughter (lit. 
followed by laughter) is called an Enigma ( nalika ■*■)• Repartee 
vakkeli = vaJckelika) arises from a single or twofold reply.- 

Outvying 

124. When somebody else’s words and those of one’s own- 
self, in course of a dialogue, lead to their mutual modification, it is 
[an instance of] Outvying (adhivala) 1 . 

Deception 

125. When after alluring one by replies, something oppo¬ 
site is done (lit. takes place) through those very replies being con¬ 
sidered meaningless, it is [an instance of] Deception (chala) . 


translates the word as Tie-interpretation’ (pp. 84, 87) probably under 
the influence of the SD. (528). DR. (HI. 19a) has a different definition. 
For an example see Ag. 

120 (C. 124). 1 We accept the reading of mss. fja and da in T>. 

(under 119) which has the support of DR. III. 20 and SD. 530. Ac- 
differs and accepts the reading of 121 below. Soe Haas, p. 87. 

121 (C.125; B.XVI1I.119). 1 See 120 note and Ag. 

122 (C.126; B.XYlII.123b-121a). 1 See Haas, p. 85; sD. 522. 

I)R HI. 15b. 

123 (C.127; B.XVIII.118a, 120a). 1 See Haas, pp. 87 ; SD* 529< 

2 See Haas, p.86, SD. 525. 

124 (0.128; B.XVHI.122b-l23a). 5 Soe Haas, p. 86; SD. 52»5. 

125 (C.129; BXVII 123b) 1 See DR. 17a ; Haas, p, 96 ; SD. gives 
two def • of this including the present one; see 5.24-525, 




MIN ISTfiy 



THE NATYASASTEA 


[ XX. 101- 



101. The characteristics of an Utsrstik&nka (Ahka) have 
b^en exaustively explained by me. I shall now speak of the 
Prahasana with its characteristics. 


The Prahasana 


102 The Prahasana should be known to be of two kinds: 
pure and mixed. I shall separately treat their characteristics • 


The pure Prahasana 


103-104, The Prahasana is known as pure (mddha) 1 when 
it contains comic disputations by Saiva gurus ( bhagavat ) 2 * 4 * * * and 
Brahmins, abounds in jocular remarks by persons of ill repute, and 
gives uniformly to the Plot a realistic picture of the language and the 
conduct of all these in passages describing their special States. 8 


The mixed Prahasana 


105. That Prahasana is called mixed 1 in which courtezans, 
servants, eunuchs, parasites (vita) rogues and unchaste women 
appear with their immodest appearance, dress and movements. 


101 (C.105; B.XVIII.101). 

102(C.106; B XVIII. 102). 1 Sahkhadhara’s Lataka-mela (12th 

century), JyotiriSvara’s Dhurta-samagama (15th century) and Jagadi- 
Svara’s Hasyarnava (date uncertain), etc. are very late works (Sec Keith 
Skt. Dr. pp. 261-262). The' Matta-vilasa of Mahendra-vikrama-varman 
(620 A.C.) and the Bhagavftd-ajjukiya ascribed to Baudhayana Kavi, 
are fairly old specimens of the Prahasana, See Keith Skt. Dr. pp. 182- 
Bhagavad-ajjukiya ed. P. Anujan Achan, Cochin, 1925. 

103-104 (C.107-I08; B.XV1II.103-104). 1 The word bhagavat 

relates primarily to a Saiva saint. It is in this sense that the word has 
been used in the Prahasana named Bhagavad-ajjukiya and this speaks 
for the antiquity of this work (See above 102 note). A Saiva^ saint 
appears in the Matta-vilasa, the Dhurta-nartuka and. the Ilasya-cudamani. 
Both these Prahasanas one are however late. See Keith, Skt. Dr. pp. 182, 
262,265. For some aspects of the Saiva tenets s6e Karpttramanjari, ec 
M. Ghosh, pp. LX11I-LX1V. 

4 C. reads 103a asu 

8 Prahasanas named in note 1 above may be taken as specimens of 
the pure variety. 

105 (C.109; B.XVII1.105). 1 Prahasanas tike the Dhurta-samngama 

and the Hiisyarnava may be taken as specimcas of the mixed variety. 

See Keith, Skt. Dr. pp. 260-26G. 






106-107. Some popular topic [of scandal] or incident of 
hypocrisy should be introduced in the Prahasana through the dis¬ 
putations of pretenders. The Prahasana should include [any of] 
the types of the Vithi it may properly require . 

The Bhana 

1C7-108. I shall now speak of the characteristics of. the 
Bhana. The Bhana is to be acted by a single character, and it is of 
two T - kinds : that [with one’s] recounting of one’s own experience 
and that [with one’s] describing someone else s acts . 

109. [The Bhana which is to include] somebody else’s 
words addressed to oneself, should be acted by means of replies in 
course of Conversations with Imaginary Persons (altma-bhasita) in 
accompaniment of [suitable] movement of the limbs. 

110. The Bhana should include characters of rogues and 
parasites (vita) and treat their different conditions, and it is always 
to consist of one Act and should include many movements which 
are to be acted by a rogue ( dhurta ) or a parasite. 

111. All the characteristics of the Bhana have been des¬ 
cribed by me according to the tradition (cigama). I shall [now] 
speak of the characteristics of the Vithi in due oidci. 

The Vithi 

112-113. The Vithi is to be acted by two persons or one. 
And it is to include characters of the superior, the middling or the 

106- 107 (C.llO-llla; B.XVJII.l06-l07a). 1 C. reads 107a as 

2 Scc below 112-129. 

107- 108 (C.lllb-112; B.XVIII. 107b-108). ‘Emend vividha into 
dvividha (ms. cha in B.). 

2 The four Blilnas (UbhayAbhisarika, Pad ma-prabh y tab a, Dhurta- 
vita-samvada and Pada-taditaka) published under the title Caturbhaiu 
placed by F. W. Thomas between the 6th and the 7 th century are the 
oldest available specimens of this type (F..W. Thomas, J R A 8. 1922, 
pp. 262ff. F.W. Thomas, Centenary Supplement JUAB. 1924 pp. 129-136; 
S.K.Dc, in JRAS. 1926, pp. 63-90, Hist of Skt. Lit. pp. 241ff. For later 
Bhanas sea Keith, Skt. Dr. pp. 263-264. 109 (C.113; B.XVIII.109). 

110 (C.114; B.XV1TI.11U). HI (0.115; B.XVHI.111). 

112-113 (0.116-117; B.XVIII. 112b-ll3a, 112a and its f. u. 2). 
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Declaration 


126. If anything [liable to occur] is described vividly in the 
presence of the Hero and is similarly made to happen [there] with¬ 
out any fear, it is [an instance of] Declaration ( vijahara ) 1 . 

Crushing 

127. That due to an altercation one represents [another’s] 
merits as demerits by [showing] cause [for it] and vice versa, 
is called Crushing ( mrdavd ) 1 . 

Three Men’s Talk 

128. When exalted words with the Comic Sentiment are 
shared by three [characters] it should be known as Three Men’s 
Talk ( trigata ) T . 

Undue Combination of Words 

129. Undue combination of words (ganda) according to 
the wise, occurs due to excitement, confusion, quarrel, reviling and 
many people’s abusive words 1 . 

180-131 If in'a play any of these thirteen types 1 with clear 
meanings, occur and they possess all the characters Sentiments 
and States prescribed for them by the Sastra it is called the Yitlu. 
It may be acted by one or two persons 2 . 


126 (C.130; B.XVIII. foot notes to 125a). 1 B.s reading seems to 
agree with the def. given in DR- HI. 20b and SD. 531. Haas translates 
the fc?rm as ‘Humourous Speech*. See p. 88. 

127 (C.131; B.XVII.12lb-122a). 1 DR. III. 2la; SD. 532. Haas 
translates the term as ‘Mildness’ ; see p. 88. 

128 (0.132; B.XV1II. foot note to 124). 1 DR. III. 1.6 and SD. 523 
define this differently and they agree with the reading of B. Our 
reading is supported by the fa ms. in B. Haas translates the term as 

‘Triple Explanation’. Sec p. 84. 

129 (C.133; B.XVIII.l25b-126a). 1 C. sarambha for samrambha 

2 C- bandhavivadam for vivadayuktam. 

8 DR. HI. 18b aud SI). 527 seem to def. it differently. Haas 

translates the term as ‘Abrupt Remark’ see p- 87. 

130-131 (C.134-135). 1 Ag. reads Dm wig as in the next chapter (his 

XIX). It is possible that these were introduced later in the NS. For the 
ms. bha of B. and some commentators using it ignore them altogether. 
Huradatuuuya and othors reads lusyahgas differently. See Kavislntr. to 
B. pp. XI- XII. foot note. 
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.X. 136 ] XJaw iviiNJ-'o v* 

The Lasya 

132. [Similar] other limbs are attached to the N; taka m 
connexion with the performance of the Lasya, and they owe then 
origin to this (U. Nataka), and are to be acted like the Bhapa by 

a single person. 

133 The Lasya has a form similar that of the Bhana and 
it is to ' be acted by one person 1 . Its theme is to be inferred like 
that of the Prakarana and should relate to [loving] .ntimacy [with 

any one]. Tte ^ivc types of the Lasya 

13 1-135. The [twelve] types of the Lasya are : Geyapada 
Sthitapathya, Asina, Puspagandika, Pracchedaka, Trimudha, Sam- 
dhava, Dvimudliaka, Uttamottamaka, Vicitrapada, Ukta-pratyukta 
and Bhavita (Bhava) 1 . 

Geyapada 

130. When [the Heroine] is seated 1 on her seat, surroun¬ 
ded with stringed instruments and drums near her, and singers are 
singing [before her] without any accompaniment of these, it is 
called the Geyapada (simple song). 


132 (C.136 K.XVIII. 169). 1 Lteymga is an our act play wine i 

requires lasya or a gentle form of dance for its representation; for this ter in 
may be interpreted as lasyam akgam yasyah salt (that which ias usya > as 
its principal element). The ten lasyahgas seem to be only so many varletie. 
of die Lasya. These are not its‘elements' as some scholars are apt to 

consider. ..... 

■ The word fithyaW »>** “» bo similnvly iiitoi[>ret« • • V“^“, 

to bo nothuffl bat a particular Mud at coo act pla, ^ 

and mthyahgn may therefore be translated as a p a> 

18S (0.157 i K. XVII. 182). • SCO above 132 «*> > to- ■» 

this passage means merely lasyahga . . . 

(0 138-139 • K.XVIII. 173-m). ' SD. (501) «.*» <ft 
SmX tVm «to» to^.bulDB. till. 52-33) 

their number as ten but docs not define them- 

,36 (ttl« , K. XVIII. 175). -to SB. 505. 

included in tide ami acme , ol tbc »"'« ™“ e “ *j, „, meli o, did 

See Gilbert Man-., **»• 

and Ilis Ago, London, 1946, p. 150. 

48 
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137. If a woman sings in a standing 1 posture a song 
dealing with the praise of her beloved and delineates the same with 
the gestures of her different limbs, it is called the Geyapada. 

Sthitapathya 

138. If a separated woman burning with the fire of love, 
recites anything in Prakrit while seated on her seat 1 , it is [an 
instance of] the Sthita-pathya. 

Asia a 

139. When one sits 1 without making any toilet 2 and is 
overcome with anxiety and sorrow, and looks with oblique glances 
it is [an instance of] the Asina. 

PuSpagandika 

140. When a woman in the guise of a man recites some¬ 
thing sweetly in Sanskrit for the pleasure of her female friends, it 
is [an instance of] the Puspagandika 1 

Pracchedaka 

141. When a [separated] woman pained by the moon-light - 
prepares to go to her beloved even if he has done her wrong, it 
is [an instance of] the Pracchedaka 1 . 

Trimudhaka 

142. A play adorned with even metres and abounding in 
manly States and composed of words which are neither harsh nor 
large, is called the Trimudhaka. 

Saindhavaka 

143. When [one represents] a lover who has failed to keep 
his tryst and is using Prakrit [to express his grief] through well- 
performed Karanas, it is [an instance of] the Saindhavaka. 

137 (0.141). 1 See above 136 note 1. 

138 (C.142 ; K. XVIII. 173 f-n). 1 See SD. 506 ; also note 1 above 

of 136. Cf. K. XVIII. 173. BhP. p. 245,1.17-18. 

139 (Cl. 143 ; K. XVIII. 174). 1 SD. 507 ; see above 136 note 1. The 

Gentle Dance (lasya) in this connexion will consist of slowly moving 
glances only. Cf. Bill*, p. 245,1.19-20. a Head nprasadhita gatra. 

140 (OJ44). 1 Cf. SD. 507 ; see above 136 note 1. Cf. K. XVIII. 
175, BhP. p. 245, 1. 21-22. 

141 (0.145 ; K. XVII. 176). 1 The def. given in Sl). (507) is different. 
sD. reads the term as Trigudhaka. Cf. BhP. p- 246 1. 1-2. 

144 (C. 146 ; K. XVIII. 177). 1 See BhP- p. 246, 1. 3-4. 

143 (C. 147). 1 Cf. SD. 508. Cf, K. XVIJI. 178, BhP. p. 246. 1 5-6, 
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Dvimftdhaka 

144. Delineating a song of the Caturasra type which has 
an auspicious meaning and which treats (lit. has) clear States and 
Sentiments, with the pretension of efforts, is called the Dvimudhaka. 


Uttamottamaka 

145. The Uttamottamaka is composed in various kinds 
of Slokas ; it includes various Sentiments and is adorned with the 
condition of Passion ( hela ). 


Vicitrapada 

146. If any woman burning with the fire of love soothes 
her mind by seeing the portrait [of her lover] it is [an instance of] 
the Vicitrapada. 

Ukta-pratyukta 

147. The Ukta-pratyukta is a combination of speeches and 
counter-speeches due to anger or pleasure, and it [sometimes] 
contains words of censure. It is to be set to music. 

Bkavita 

148. If a woman who is burning with the fire of love after 
seeing her beloved in a dream, expresses [her] different States, it is 
[an instance of] the Bhavita, 

149. These are the characteristics of the [different] types of 
Lasya growing out of anger or pleasure, that I had to tell you in 
detail. If anything more has not been said, it has been due to 
the fact that nothing more is required in this context. 

150. The rules regarding the ten kinds of play with their 
characteristics, have been stated by me. I shall now speak about 
their bodies and the Junctures with their characteristics. 

Here ends chapter XX of Bharata’s Natya&tra, which 
treats of the Ten Kinds of Play. 


144 ( 0.148). Of. 8D. (509) which roads tho term as Dviuudlm. Of- 
K. XVIII. 179, BhP. p. 246, 1. 7-8. 

145 (C.149 ; K. XVIII. 180). 1 Of. SO. (509). < If. BhP. p. 246, 1.9-1 o 

146 (0.150 ; lv. p. 207. f. ». 12). ' HI), and BhP. omit this. 

147 (C.I51 ; K. XVLII. 181). L See BhP. [>• 246. 1.11-12. Of. HD. 509. 

148 (C.152 ; K. p. 207- f. a. 12.). ’ HD. omits this. See BhP p. 246. 

1. 13-14. 149 (0.153 ; K. 183). 150 (C.164 ; K. 184). 






CHAPTER TNVENTYONE 
THE LIMBS OP THE JUNCTURES 
The five Junctures of the Plot 

1. The Plot ( itivrlla ) has been called the body of the drama 
(lit. poem). It is known to be divided into five Junctures (sandhi). 

The two kinds of Plot 

2. The Plot is of two kinds : Principal (adhikarika) and 
Subsidiary ( prasahjika ,). 

Their definition 

3. The [assemblage of] acts which are fabricated with a view 
to (lit, by reason of) the attainment of [some particular] result, is to 
be known as the Principal Plot. [Acts] other than these consti¬ 
tute the Subsidiary Plot. 

4-5. The attainment of the result and its exaltation which 
the ingenuity of the playwright (lit. poet) plans by means of the 
associated characters (lit. Heroes) acting in a regular manner (lit. 
resorting to rules), constitute the Principal Plot on account of an 
attainment of the result. And any incident (lit. anything) men¬ 
tioned for helping any other [incident] in it, is called the Subsi¬ 
diary Plot. 

The five stages of the Action 

6. The exertion of tho Hero (lit. one who strives) towards 
the result to be attained, is known to have five stages occurring in 
due order. ' 


1 (C.l ; K. XIX. 1). 1 2 3 * * 6 Also called vastu. Cf. DR. I. 11, SD. 294-295. 

* See DR. I. 22-23, SD. 330 and NL. 458 read vibhagah satnpra- 
kalpilah for vibhagah etc. See NL. 216-217. 

2 (C.2 ; K. XIX. 2). 1 Sec' DR. I. 11, SD. 295 and NL. 218 219. 

3 (C.3 ; K- XIX. 3). 1 Cf. DR.I. 12-13, SD. 296-297; NL. 223-224. 

* Sec above note 1. 

4-5 (C.4-5 ; K. XIX. 4-6). 1 See above 3 note 1 and NL. 228-229. 

3 See above note 1 . 

6 (C.7). 1 C. rends one additional couplet (C. 6) before this. Cf. 

NL. 55-56. 
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7. These live stages of the Action are known to arise in the 
Natakaand the Prakarana. [Their] Fruition (phala-yoga) relates to 
duty ( dhirma ), enjoyment of pleasure (lcama) and wealth (artha). 1 

8. They are : Beginning (prarambha), Effort ( prayatna), 
Possibility of Attainment ( prapti-samhhava ), Certainty of Attain¬ 
ment (nigata phala-prdpli) and Attainment of the Result 
(j phala-prapti ). 

Beginning 

9. That part of the play (lit- composition) which merely 
records eagerness about the final attainment of the result with 
reference to the Germ (blja), is called the Beginning (3 rambha). 

Effort 


10. [Heroe’s] striving towards an attainment of the Result 
when the same is not in view, and showing further eagerness [about 
it], is called the Ellbrts ( prayatna ). 

Possibility of Attainment 

11. When the attainment of the object is slightly suggested 
by an idea, it is to bo known as the Possibility of Attainment 
(pr&pli-sambhav a). 

Certainty of Attainment 

12. When one visualises in idea a sure attainment of the 
result, it is called Certainty of Attainment, {mtyatd phala-prapti). 

Attainment of the Result 

13. When the intended result appears in lull at the end of 
events [of a play] and corresponds to them, it is called Attainment 
of the Result ( phalaryoga)• 

14. These are the five successive stages of every action 
begun by persons looking for results. 

7 (0.8) 1 K. omits this. 

8 (C.io { K. X1X.7). 1 Of. im T, 19; SD. 394, NT, 57-58. 

9 (0.11 ; K. XIX. 8). 1 Of. DR. 20; SD. 325, NL- 59-60. 

10 (0 12 • K. XIX. 9). 1 Of. DR. I 20; Sl>. 326; NL 66. 

11 (c! 13 ; K. XIX. 10). 1 Of. DR. I. 21; SD. 327; NL. 69-70. 

12 (O.u'; K. XIX. 11). A Of. DR I. 21; SD. 338; NL. 77. 

13 (0.14 , K. XIX. 12). 1 Of. Dll. 1. 22; SD. 329; NL. 89. 

14 (0.15 ; K. XIX. 13). 
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15. Patting together nil these naturally different stages 
which come together [in a play] for the production of the result 
conduces towards the fruition. 

Play to begin with the Principal Plot 

16. The Principal Plot which has been described before 
should be taken up at the Beginning [of a play], for it is to attain 
fruition. 

17. The Plot should either have all the Junctures (sandhi) 
or lack some of them. The [general] rule requires that all the 
Junctures should occur in it, but due to a [special] reason some 
of them may be left out (lit absent). 

Rules about the omission of Junctures 

18. If one Juncture is to be omitted then the fourth one 
goes ; in case of an omission of the two Junctures, the third and the 
fourth are to be left out, and in case of the three to be omitted, 
the second, the third and the fourth should be given up. 

19. In case of the Subsidiary Plot this rule will not apply 5 
for it is to serve the purpose of another [Plot]. Any event can be 
introduced in this [Subsidiary Plot] without violating the rule. 

The five Elements of the Plot 

20. The live stages of the plot such as the Beginning 
(aramhha) 1 etc. have five corresponding Elements of the Plot 
(artha-pmkrti ) 2 . 

21. The Germ (blja), the Prominent Point (biruht), the 
Episode (pataka), the Episodical Incident ( prakarl ) and the 
Denouement (karya) are the five Elements of the Plot ( artha - 
pralcrti), which should be reckoned and applied in proper manner. 


15 (C. 16 ; K. XIX. 14) 

16 (C.17 ; K. XIX. 15). 

17 (C-18 ; K. XIX-16). 1 Emend yat-khryam into tat karyam . See 

NL. 442ff. 18 (C.19 ; K. XIX. 17). 

19 (C.20 ; K. XIX. 18). 

20 (C.21»; K. XIX. 19). 1 See DR. 1.19 ; SD. 324 NL, 57-58. 

* Sec DR, I. 18 ; SD. 317$ NL. 134-135 

21 (C.22 j K. XIX. 20). 1 See above 20 note 2. 
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The Germ 

22 That which scattered in a small measure, expands itself 
in various ways aud ends in fruition, is called the Germ (M 
of the Plot. 

The Prominent Point 

23. That which sustains the continuity (lit. non-separation) 
till the end of the play even when the chief object [of the play] js [for 
the time being] suspended, is called the Prominent Point (Inndv). 

The Episode 

24. The event which is introduced in the interest of the 
Principal [Plot] and is treated like it, is called an Episode (pataka). 

The Episodical Incident 

or, When merely the result of such an event is presente 
for the purpose of another (t a. the Principal Plot) and it has no 
Secondary Juncture (woW/tu) 1 it is called the Lp.sod.cal 

I ncident (p ral'cirl ) J . 

The Denouement 

96 The efforts made for the purpose of the Principal^ Plot 
introduced [in play] by the experts, is called the Denouement {torya). 

27. Among these [Elements] that which has others for 
its support (lit. purpose) and to which the rest arc taken as 
subordinate, should he made prominent (lit. chief) and not the 

remaining ones. _ 

92 (C 23 ■ K XIX. 21). 1 Cf. DR. I. 17i SD. 318; NL. 136-137. 

03 (C24 • X XIX. 22). 1 cf. DR. I. 17; 8 D. 319; NT, giving a second 

view about the meaning of the bindu says:-^ 

»fur' «> <'«■»*> «•*"; ,™ a 3I 1,«««««ft 

am *trnm (W* im% There is »third view also i 

M (0.25, K. XIX. 23). 1 cf. du. i- 1». eo-m m* 

also , second view abort the meaniae of the ” 

wwfwi’D'fafai U^Olt•) 

"25 (C.26 ; K- XIX- 24 ). 1 As opposed to this, the Pataka posses 
continuity- Anubandho nairantaryena pravartanam (M, 204). 

*,HL. 

yastAvrtt*. K.) .. »<»*, 0. ML. read, Hryam for vast,.. 

J 7 (0.28 , K. XIX. 26). 1 Cf. SL. 264® 
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Secondary Juncture in the Episode 
28. One or more Junctures .should he applied in an Episode 
(pataka)- As these serve the purpose of the Principal [Plot] they 
called Secondary Junctures ( auubandhd ), 


Limit of the Episode 

29. The Episode should come to an end either at the 
Develoment (goxbha) or at the Pause (vimarsa). Why ? Because 
its treatment is for the purpose of something else (?. e. the Prin¬ 
cipal Plot). 


The Episode Indication 

30. When some matter being taken in hand (lit. already 
thought, about), another matter of similar nature (lit. characteris¬ 
tics) is suggested through an accidental idea ( ayantuka-bhava), it is 
cal! d Episode Indication ( pataha-sthana). 


The First Episode Indication 

31. The*sudden development of a novel meaning (arthasam- 
patti) due to an indirect suggestion, is called the First Episode 
Indication 

Tbe Second Episode Indication 

32. Words completely carrying double meaning and ex¬ 
pressed in a poetic language, are called the Second Episode Indi¬ 
cation. 

The Third Episode Indication 

33. That which suggests with courtesy the object [of a play] 
in a subtle manner and in the form of a dialogue, is called the 
Third Episode Indication. 


28 (C.29 ; K. XIX. 27). 1 Some read anubandha as anusandht ; cf. 

DR. in. 26-27. 

29 (C.30 ; K. XIX- 28). 1 Emend tasmut into kasmht. 

30 (C.31 ; K. XIX- 29). 1 DR (I. 14) merely defines the term and 
ignores its varieties. But SD. (298-299) follows NS. and defines them. See 
NL. 1000-1001. Sagaranandin says that these should not be applied to the 
last Juncture (nirvahana). 

31 (C.32 ; K. XIX. 30). 1 Emend gunavatynpa 0 info guna-vrHyupa 0 
a See SD. 300; NL. 1007- 

32 (0.33 ; K. XIX. 31). x Emend mcasatiiayci into vacah sbtisaya 0 . 
See SD. 301 and NL. 1016. 

33 (C.34 ; K. XIX. 32). 1 See SD, 302; NL. 1021-1022. 












The Fourth Episode Indication 


34-. Words with a double meaning expressed in a well-knit 
poetic language and having a reference to something [other than 
what appears at first sight] is called the Fourth Episode Indication. 

35. The poetical composition meant to be acted should have 
the five Junctures {sandhi ) and four Episode Indications (patala- 
sthanahi) 1 . I shall next speak of the Junctures. 

The five Junctures 

3(5. The five Junctures in a drama are the Opening ( mitkha ), 
the Progression ( pratimukha), the Development ( garbha), the 
Pause ( vimarsa ) and the Conclusion (nirvahana) 1 . 

37. The Principal [Plot] is known to be consisting of the 
five Junctures (sandhi). The remaining Junctures are to bo 
supported by the Junctures of the Principal [Plot] 1 . 

The Opening 

38. That part of a play, in which the creation of the Germ 
(bija) as the source of many objects and Sentiments takes place, 
is called in consideration of its body the Opening (muldui, lit. face) 1 

The Progression 

39. Uncovering of the Germ placed at the Opening after 
it has sometimes been perceptible and sometimes been lost, is called 
the Progression (pratimukha). 

The Development 

40. The sprouting of the Germ, its attainment or non¬ 
attainment and search for it, is called the Development (garbha) 1 . 

The Pause 

41. One’s pause (vimarsa, lit. deliberation) over the Germ 
(bija) that has sprouted in the Development (garbha) on account 


34 (C.35; K.XIX.93). x See SD. 303; NL. 1033. 

35 (C.36; K.X1X.34). 

86 (C.37; K.XIX.35), 1 See 1>R. I. 28-24; SD. 331-332; NL. 458. 

37 (0.88; K.XIX.36). x These relate to the Subsidiary Plot- 

38 (C.39; K.XIX.37). 1 See DR. I 24-25; SD.833; NL. 586f. quotes-NS. 

39 (0.40; K.XJX.38). 1 Cf. DR. I. 30; SD. 334; NL. 684f. 

40 (C.41; K.XIX.39). 1 Cf. DR. I. 36; SD. 335; NL. 710f. 

41 (C.42; K.XIX.40). 


49 
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of some temptation, anger or distress, is called the Juncture of that 
name (i.e. Pause) 1 . 

The Conclusion 

42. Bringing together the objects [of the Junctures] such as 
the Opening (mnkha) etc. along with the Germ (bija), when they 
have attained fruition, is called the Conclusion (nirva liana) 1 . 

43. These are Junctures of the Nataka to be known by the 
producers of a drama. They may occur in the Prakarana and 
the other types of plays as well. 

Junctures vary in different types of drama 

44. The Dima 1 and the Samavakara 2 are to have four 
Junctures, and the playwright should never make the Pause 
( vimarsa) in them. 

45. The Vyayoga 1 and the Ihamrga 2 are to have three 
Junctures. There should be no Development and Pause 
(avamarsa = vimarsa) in these two, and the Graceful (IcaiMki) Style 
also has no place in them. 

46. The Prahasana 1 , the Vi tin 2 , the Anka 8 and the 
Bhana 4 are to have only two Junctures which should be the 
Opening (mulcha) and the Conclusion (nirvahana), and their Style 
should be the Verbal one (bharati). 

47. These are the Junctures to be adopted by the pro¬ 
ducers in the ten types of play, . Listen now about different kinds 
of Tunctures which also will as it were mark their limits. 


1 DR. I. 53 calls this avamarsa. SD. 336; NL. 770ff, gives two more 
definatious of this Juncture. Read the second hemistich as 
fWf g «ra:. 

A 

42 (C.43; IvXIX.41). 1 Emend the first hemistich as follows:— 

WFRUl *t*rt*rt ggrawt Cf. DR. I. 48-49; SD. 337; NL. 554 f. 

43 (C.44; K.XIX. 42). 

44 (C.45; K.XIX.44a, 43b). 1 See NS. XX, 90ff 2 See ibid 78ff. 

45 (C-46; K.XIX.43a, 44b). 1 See NS. XX. 841f. 2 See ibid. 64ff. 

46 (C.47-48; K.XIX. 45). 1 See NS. XX. 102tf. * See ibid Il2tf. 

9 See ibid 94ff. 1 See ibid 107If. 

47 (C.48; K.XIX. 46). 
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Subjuncture 

48-50. The twentyone Sub-ju&ctures are as follows 1 : Con¬ 
ciliation (dama), Dissention ( blieda), Making Gifts ( praclana ), 
Chastisement (da/M^u), Killing ( vcuiha ), I resence of Mind ( piotiji.t 
pannamcititvcL Blunder in Addressing (gotra-shhalita), Rashness 
(sahasa), Terror ( bhaya ), Intelligence {dht), Deceit ( maya), Anger 
(Jcrodha), Strength ( oja-s ), Concealment {samvarana), En-or {Mirant i), 
Ascertainment {avadharano^ ~, Messenger {dutci) t Lettei. ( "IcJchu ), 
Dream (svapna), Portrait {citra) and Intoxication (mada). 


Alternative Junctures 

of The events of the Junctures in their respective parts 
(pradesa ) 1 will in due order support those Limbs [of the Junctures] 
by means of their own qualities. 

The sixfold needs of the Limbs of the Junctures 
52-58. Expressing 1 the desired object, non-omission of 
any essential item in the Plot, accession to feeling in production, 
concealment of the objects to be concealed, telling tales of surprise 2 
and disclosing things to be disclosed are the sixfold needs of the 
Limbs described in the Sastra 3 . 


Uses of the Limbs of the . Junctures 

54. Just as a man without all his limbs are unable to fight 
a battle, so a play without the Limbs will be unfit for [successful] 
production 1 . 

55. • A play (lit. a poem) though it may be poor as regards 
its theme (lit. meaning) will, when furnished with requisite Limbs, 
attain beauty because of the brilliance of its production* 

48-50 (C.49-51 • K.XIX.191b, 103b). 1 NL. 925ff. seems to give this 

passage more correctly with slight variation. The Sub-junctures {sandhi- 

nlrn sandhi ) are to be distinguished from the Secondary Junctures 
(anubandha — anusandhi. DR. 111.26 mentioned in 28 before. 

3 Read bhavah for vadhah. 

51 (C.52; KXIX.47). 1 Pradesa seems to signify Sub-juncture 

(sandhinam sandhi ) discussed in 50 above. See XL. 923. 

52-53 (C.53-54; K.XIX.48-49). 1 Road vacanam for racam. 

3 Emend akaryavad abkikhyatam into wcaryatad abhikhyanam . 

» Cf. DR. I. 55; SD.407ff. 

54 (C.55; K.XlX.49a, 50a). 1 Cf. SD. 407ff. 

55 (C.56; K.XIX.50a, 51a). 


<SL 
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ofj. And a play having lofty theme, but devoid of [requisite] 
Limbs, will never capture the mind of the good [critics] because of 
its [possible] poor production. 

57. Hence in applying the Junctures [in a drama] the 
playwright should give them their Limbs properly. Now listen 
about about them [in detail]. 

The sixtyfour Limbs of the Junctures 

58-59. The Limbs of the Opening (muJcha) are ; Sugges¬ 
tion (upu/csepa), Enlargement (parilcara), Establishment (parinyasa), 
Allurement (vilobhana), Decision (yiibti), Accession ( pvdpti ), Settl¬ 
ing (samadhana), Conflict of Feeling ( vidha na), Surprise (paribha- 
va a), Disclosure (udbheda). Activity {barana), and Incitement 
(bheda). Now listen about the Limbs in the Progression 1 . 

00-01. The Limbs of the Progression ( pratimulcha ) are : 
Amorousness (vttasa), Pursuit ( parisarpa ), Refusal ( vidhuta ), Pessi¬ 
mism ( tapana), Joke ( narma ), Flash of Joke ( narmadyuti ), Moving 
Forward (pragamana), Pacification (yaryupasana), Sweet Words 
(puspa), Thunderbolt ( vajra) l . 

02*64. The Limbs of the Development (garbha) are: Mis¬ 
statement (abhfttaharanct), Indication ( marga ), Supposition ( rupa ), 
Exaggeration (luldharam), Progress (Jemma), Propitiation (sam- 
gralia), Deduction (inana). Supplication (prarthawa). Revelation 
(i aksipta ), Quarrel (toiaka), Outwitting ( adldbala ), Dismay (ndvega) 
and Consternation (vidrava) 1 . 

04-60. The Limbs of the Pause (vmarga = avamrm) are : 
Censure (apavada), Angry Words (samphela), Insolence (abhidrava) 
Placation (midi), Assertion (vyavamya), Reverence ( prasanga), 
Rebuke ( dyuti ), Lassitude (bheda), Opposition (nisedhana), 


£6 (C.57; K..KIX,5lb, 52a). 57 (C.58;K.XIX.52b, 53a). 

58-59 tC. 59-60; It.XlX.53b, 25 a). T Sec DR. I. 25-26; SD. 338; NL. 

552ff. 

60-61 (C.61-62; K.XIX.55b. 57). 1 DR. I. 31-32 reads wmana for 

tapana ; SD. 351. NL. 645ff. 

62-64 (C.63-65; K. XIX.58-59). 1 DR. I. 37-38, omits Pmrihana and 

vidrava, adds sambhrama, and gives aksipia as iiksepa ; SD. 365. See NL. 
724ff. 64-66 (C.65-67; K.X1X.60-61). 










MIN IST/fy 



Altercation (virodliana), Sumning up ( adana), Concealment (cha- 
dana), and Foresight (prarocana) 1 - 


66-09. The Limbs of the Conclusion are : Junction (san¬ 
dhi), Awakening (vibodha), Assembling ( grathana), Ascertainment 
(nirnaya), Conversation (paribhasana), Confirmation (dhrti), Grati¬ 
fication (pras&da), Joy (dnanda ), Deliverance ( samaya ), Surprise 
(i apaguhana), Clever Speech (bhasana). Retrospect (purva-rakya), 
Termination of the Play (kavya-samhcira) and Benediction (prasasti). 
These are the sixtyfour Limbs of the Junctures [in a play] 1 . 

Limbs of the Opening 

69. I shall now give their definitions in due order 1 . 

Suggestion 

Suggestion (upaksapa) is the origin of the object of the play. 2 3 

Enlargement 

70. Enlargement (parilcara) is the amplification of the object 
originated 1 . 

Establishment 

Describing it (i. e. the object) thoroughly is called Establish¬ 
ment (parinyasa) 2 . 

Allurement 

71. The mentioning of good qualities is known as Allure¬ 
ment (vilobhana ) 1 . 


1 Emend vidrava into abhidrava. PR. 1. 44-45. omits abhidrava, 
kheda, nisedhana and sadana and adds vidrava, drava chalana and 
vicalana-, SD. 378ff. follows NS. except that abhidrava appears there as 
drava-, chadana should be emended into sadana-, see NL. 798ff. 

66-68 (C.67-61); K.XIX.62-63). 1 Emend dyuti. Sec SD. 391 reads 

krti as dhrti. DR. I. 49-50 gives dhrti as krti, purvavakya as purvabhava, 
upasamhara as kavyasanihara. NL. 850if. omits sandhi and vibodha, gives 
dhrti as dyuti, and instead of the first two gives art ha and anuyoga. 

3 Cr. DR. I. 40; SD. 874; NL. 755. 

69 (C.71; K.XIX.64b-95a). 1 C. reads before this another couplet 

whicli in trans. is as follows : For the development of the Germ, all these 
(i.e. 64 limbs) should make up the Junctures properly and have dear 
meanings. This does not occur in K. 

3 See NL. 556; SD. 338 Cf. DR. 1. 27. 

TO (C.73; K.XIX.65b-66a). 1 See NL. 569; SD. 340 DR. I. 27. 

3 See I*L. 575; SD. 341; DR. 1. 27. 

71 (0.78; K.XlX.69b-67a). 1 See DR. I. 27; SD. 342; NL. 586. 
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Decision 

Settling the issues is called Decision (yiilcti) 2 . 

Accession 

72. Accession ( -prapti ) is summing up the purpose of the 
Opening ( mukha )*. 

Settling 

Settling (samaJhana) is summing up the purpose of the 
Germ ( blja) 2 . 

Conflict of Feelings 

73. Joys and sorrows occurring in a situation, is called 
onftict of Feelings ( vidhana ) 1 . 

Surprise 

Surprise (: parti Havana ) is an excitement giving rise to 
curiosity 2 . 

Disclosure 

74. The sprouting of the purpose of the Germ {blja), is 
called Disclosure {udbheda) 1 . 

Activity 

Taking up the matter in question is called Activity {Parana) 2 

Incitement 

75. That which is meant for disrupting an union is called 
Incitement (bheda) 1 . 

These are the limbs of the Opening (mukha). 

Limbs of the Progression 

I shall now speak of those of the Progression ( pratimukha). 


2 See SD. 343; DR. I. 28; Ilaas translates it differently. SD. 343 and 
NL, 593 seem to misunderstand this definition. 

72 (C.74; K.XIX.67b-68a). 1 Emend sukhartha 0 to mukkarthef. 

See NL. 598-599. DR. L 28; and SD. 344 follows what seems to be a wrong 
reading of the NS. 3 See NL. 605 f. Of. DR, 1. 28; SD. 345. 

73 (C.75; K.xlx.68b-69a). * Sec DR I. 28; SD. 346; NL. 609-610. 

2 See NL- 617; Cf. DR. I. 29; SI). 347. 

74 (C.76; K.XIX.69b-70). 1 See SD. 348; NL. 620. Cf. DR. I. 29. 

2 See SD. 349; NL. 623. Cf. BR. I. 29. 

75 (C.77; K.XlX.70b)« 1 See NL, 626; SD. 350. Cf. DR. I. 29. 
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Amorousness 

76. Amorousness ( vilasa) is the desire for the pleasuic oi 
love (rati) 1 . 

Pursuit 

Pursuit (parisarpo) 2 is the pursuing of an object once seen 
and then lost. 

Refusal 

77. Refusal (vidhuta) 1 is not complying with the request 
made [by any one]. 

Pessimism 

Thinking about (lit. seeing) some danger [in future] is called 
Pessimism (tapana) 2 . 

Joke 

78. The laughter which is meant for sports is called Joke 
(narma) 1 . 

Plash of Joke 

The laughter which is meant for concealing one’s fault is 
callc-d Flash of Joke (narma-dyuti) 2 . 

Moving Forward 

79. Speaking words which bring in other words after them 
is called Moving Forward (pragamana) 1 . 

Hindrance 

Appearance of some calamity is called Hindrance ( airodha ) a . 

Pacification 

80. Conciliating an angry person is called Pacification 

(parynpasana) 1 . 


76 (0.78; K.XIX.71). 1 See SD. 352; NL. 650IT. Of. DU- 1. 32. 

2 See SI). 353; DR. I. 32-33. Of. NL. 657. 

77 (C 79; K.XIX.7 2). 1 Cf.-NL 663; DR, I. 33; SD. 354 1ms vuihria 

for vidhuta . , ✓ np 

2 See NL. 669 Cf. SD. 355 defines it as uphyadcirtfrnct. i u 

defines wma instead of tapana (1.33). 

78 (C.80: K.XIX.73). 1 Of. DR. I. 33; DR. 356; NIj. 131011. 

2 Cf. DR. I. 33; Sl). 357; NL. 672. 

79 (C.80; XC.XIX.74'. 1 Read utiaroltaram mkyarn tu bftavr! pra- 

gamanam. Of. NL. 676; DR. I. 34; SD- 358. 

2 See NL. 683; DR. 1.84; SD. 359 rends virodha for mrodha. 

80 (C.82; K.XLX75). * See NL. 687. Of. 1)R, I. 34; SD. 360. 


Sl 
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Confirmation 

Turning to use (lit. conquering) the object gained is called 

(dhrti) 2 . 

Gratification 

100. Treating one with waiting upon or the like, is called 
Gratification {pi asada) 1 . 

Joy 

Attaining objects [of one’s desire] is called Joy ( ananda ) 2 . 

Deliverence 

101. Passing away of all misery, is called Deliverance 
(samaya) 1 . 

Surprise 

Appearence of something wonderful is called Surprise 
(npaguhana) 2 . 

Clever Speech 

102. Words mentioning conciliation, gift and the like are 
called Clever Speech ( bhasana ) 1 . 

Retrospect 

Retrospect ( purva-vakya ) a is to be understood as a reference 
to something spoken before. 

Ter min ation 

104. Giving and receiving of a boon is called Termination 
( la, vya-samh dra) 1 . 

Benediction 

[A prayer seeking perfect] peace to the king and the country 
is called Benediction (prasasti) 2 . 

104. With a view to introducing Sentiments (ram) and 

* Emend dyuti into dhrti Cf. DR I. 53; SD, 397. 

100 (C.102; K-XIX.94b-95a), x Cf. NL. 879; SD. 398; T)R; I. 52. 

2 Cf. NL. 881; SD. 399; DR. I. 52. 

101 (C.103;K.XIX.95b-96a). 1 Cf. DR. I. 52; SD. 400; NL 883. 

2 Cf. NL. 889; SD. 401 ; DR. X. 53. 

102 (C.104; K.XIX.96b-97a). 1 Cf. SD. 402; DR. I. 53. NL. 891. 

* Cf. NL> 891; SD. 403. 

103 (C.105; K.XIX.97a-98a). 1 See SD. 404; cf. NL. 893, DR. I. 54. 

4 Read nrpa-dem. Cf. SD. 405, NL 895, DR. I. 54. 

104 (0.106; K.XIX.98b-99a). 1 Cf. SI). 406; NL. 906. 
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States (bhava) an expert playwright should insert all these 
Limbs into appropriate Junctures of his work 1 . 

105. Considering [the scope] of the Action or its condition 
he may sometimes insert all the Limbs or a combination of two 
or three [of them] into the Junctures 1 . 

Five Explanatory Devices 

100. The Supporting Scene ( viskambhalca ), the Intimating 
Speech (culika), the Introductoiy Scene (pravesaka), the Transi¬ 
tional Scene ( ankavatara), and the Anticipatory Scene (ahlcainukha) 
are five Explanatory Devices ( arlhopalcsepaka )L 

The Supporting Scene 

107. The Supporting Scene ( viskambhalca )* should employ 
the middling 2 male characters, relate to the opening Juncture 
{mulchasandhi) 3 only of the Nataka, and it is [to be] graced (lit. 
refined) by a priest, minister or Kancukin (armour-bearer). 

108. The Supporting Scene is of two kinds ; pure and 
mixed. Of these the pure is made up of the middling characters 
and the mixed of the inferior and the middling ones. 

The Intimating Speech 

109. When some points are explained by a superior, mid¬ 
dling or inferior character from behind the curtain, it is called the 
Intimating Speech (culika) 1 . 


105 (C.107; K.XIX.99b-100a). 1 See above 104 note 1. 

106 (O.108; K.XIX,1U4). 1 Of. DR. I 58; SD. 308. NL. 393. He w 

translates arthopaksepaka as “Intermediate Scenes”, see p. 33. But the 
‘Explanatory Devices’ are all not complete scenes but parts of scenes, 
vide infra. 

107 (C.109; K XIX.105). 1 Cf. SD. 308; DR. 338; 1)R. I. 59 Emend 

viskambhakas hi samsh ta into vixkambhakah samskriah NL. 362 f. quotes 
the view of Ciirayana as follows: ilWO ife. {l r ><ktnnb v'. > 

relates to the Prakarana and the Nataka ’only). It seems that such was 
the case at a later stage of the development of Indian drama. First it 
•‘elated to the Natakas only. 

2 For a definition of the middling character see Ns. XXXIV. 4 

3 According to this direction the viskambhaka at the heginninof 

Paflca. would be an ideal one. 108 (C.110; K.XIX.106). 

109 (C.lll; K.XLK.1Q7). 1 Of. NL. 414 f., 438f. ; Dlt. 1. 61 ; SD. 310. 




392 


THE NATYASASTRA 


[ XXI. 81 


Sweet Words 

Mentioning some favourable peculiarity is called Sweet 
Words (puspa, lit. flower) 2 . 

Thunderbolt 

81. Harsh words uttered on one’s face is called Thunderbolt 
(vajra) 1 . 

Reference 

Reference ( upanyasa ) is a remark based on reason. 

Meeting of Castes 

82. Coming together of the four castes is called Meeting 
of Castes (varna-samhara ) 1 . 

These are the Limbs of the Progression ( pratimuJcha ). 


Limbs of the Development 

Now listen about those in the Development ( garbha). 

Mis-statement 

83. [A speech] founded on deceit is called Mis-statement 
(kapalasraya ) 1 . 


Indication 

Speaking out [one’s] real intention (lit. reality) is called 
Indication ( marga ) 2 . 


Supposition 

84. A hypothesis with which novel meanings are combined, 
is called Supposition ( rupa ) 1 . 

* 

Exaggeration 

A speech with an overstatement is called Exaggeration 
( thlaharana ) 3 * * * * * 9 . 


2 Cf. DR. I. 34; SD. 361; NL. 691. 

81 (C.83; K.XIX.76). ’Emend pratyaksa-rupam into praiyakm- 
ruksatn . Cf. NL. 697; I. 35 SD. 362. 

s SeoNL. 700; cf. DR. I. 35; SD. 363ff. defines it differently and 
refers to the view of the NS as kecit tu etc. 

82 (C.84; KN.XIX.77). ! NL. 704ff. defines it as varnitasyarlhasya 

tiraskaro (concealing the matter expressed), and refers to the view of the 
NS. as catutnam varnanam saminelamm api ke’pi varnayanti. See SD. 
364; DR. I. 35. 

83 (C.85; K.XIX.78). 1 Cf. DR. I. 38; 8D. 365; NL. 727. 

- Cf. SD. 366; NL. 730; DR. 1. 38. 

84 (C.86; K.XIX.79). 1 Cf. DR. I. 39; SD. 367; NL. 735. 

9 Cf. NL. 738; DR. I. 39; SI>. 368. 
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Progress 

80 . Foreseeing of what is coming afterwards, is called 
Progress (lemma) 1 . 


Propitiation 

Use of sweet words and gift, is called Propitiation (samgraha) 2 , 

Deduction 

80. Perceiving something by the name of a thing similar to 
it in form, is called Deduction (anumana) 1 f 

Supplication 

Request for love’s enjoyment (rati), rejoicing, festivity and 
the like, is called Supplication ( prarthama ) 2 . 


Revelation 

87. The unfolding [of the Germ] in the Development 
(garhha), is called Revelation (afoipta) 1 . 

Quarrel 

An angry speech is called Quarrel (total-a) 2 . 

Outwitting 

S 6 . Cheating of a deceitful person is called Outwitting 

(ndhibala) 1 . 


Dismay 

Fear arising from the king, an enemy or a robber is called 
Dismay (udvega) 2 . 


Panicky Commotion 

89. Flurry caused by fear from the king or fire is called 
Panicky Commotion (vidrava) 1 . 

These are the Limbs in the Development (garlha). 


Limbs of the Pause 

Now listen about those in the Pause (avamamt = vimeirm). 



85 (( ',87; K.XIX.80). 1 Emend ihavdktvo into bhavitalvo. Of. SD. 

369; NL. 740; DR. I. 39. 2 Cf. SD. 370; NL. 744; DR. I. 40. 

86 (C.88; K.XIX.81). 1 Cf. NL. 746; DR. I. 40; SD. 371. 

* Cf. SD. 372; DR. I. 40. NL. 749. 

87 (C.89; K.XIX.82). 1 Cf. DR. I. 42 lias hksefia-, SD. 373 has 
k^ipti—Wifdpti\ NL. 751 lias ulksipta. 

88 (C.90; K.XIX. 83). 1 Cf. SD. 375; DR. I. 40; NL. 758. 

2 Cf. SD. 376; NL. 761; DR. I. 42. 

89 (C.91; K.XIX. 84a). 1 Cf. 1>R. I. 42; SD. 377. NL. 766. 
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Censure 

90. Proclaiming anyone’s fault is called Censure (apavaflo). 1 

Angry Words 

Words spoken in anger are called Angry Words (sampheia) 2 3 . 

Insolence 

91. Trangression of the superiors is called Insolence 
(abhi-ilrava ) l . 

Placation 

Allaying of disagreement [with anyone] is called Placation 
(soldi) 2 . 

Assertion 

92. A promise made on account of some reason is called 
Assertion (vyavasaya) 1 . 

Reverence 

Mentioning one’s superiors is called Reverence ( prasanga )-. 

Rebuke 

93. Words spoken in contempt are called Rebuke ( dyuti ) T . 

Lassitude 

Fatigue arising from a mental effort is called Lassitude {I hedd). 

Opposition 

94 . Obstruction to one’s desired object is called Opposition 
(nisedha) 1 . 

Altercation 

Speaking and counter-speaking in excitement is called 
Altercation (virodhana ) 2 . 


90 (0.92; K.XIX.84b-85a). 1 See NL. 801; Cf. DR. I. 45; SD. 378. 

2 Sc© NL. 807, Of. DR. I. 45; SD. 379. 

91 (C.93; K.XIX.86b-86a). 1 Emend vidrava into dbhidrava. bee 

NL.813. SD.381 and DC, I. 45, lias drava in place of abhidrava. 

3 Emend virodhopagamo into virodhopa&amo ; cf. XL. 819; DR. I. 

49;SD. 383. t 

92 (C-94; K XIX 87a-86b). 1 Emend pratt mjdosa into praltjmnetu. 

Cf. NL. 824: SD. 380 DR. I. 47. 

* Cf. DR, I 46; SD. 384. NL. 826 defines ditferenoly. 

91 (C.95; K.XIX.90b.)- 1 Cf. NL. 829; DR. I- 46, SD.382; SD. 38o. 
3 Cf- NL. 832; SD. 385. 

94 (0.96). 1 NL. 838, and SD. 386 lias prahsedha in place of this. 

2 Cf. DR. I. 47, NL. 840; SD. 387. 
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Summing up 

95. Bringing together (lit. attaining) [all aspects] of the 
Germ (bija) and the action is called Summing up ( adana ) . 

Humiliation 

Putting in insulting words for some purpose is called 
Humiliation ( sadana ) 3 . 

Foresight 

96. That which represents the Conclusion {samliara) [in 
advance] is called Foresight (praroeana) 1 • 

These are the limbs in Pause (avamrsa = virnarsa ). 

The Limbs in Conclusion 

Now listen about those in the Conclusion {samliara - 
nirvah&na). 

Junction 

97. The coming up of the Opening (' rmlthu) and the Germ 
is called Junction {sandhi) 1 . 

Awakening 

Looking duly for the Denouement {banjo) is called 
Awakening ( vibodlia ) 2 . 

Assembling 

98. Intimation of [the various aspects] of the Denouement 

is called Assembling {grathana ) 1 . 

Ascertainment 

Declaration of facts personally known is called Ascertainment 
(nirnaya) 1 . 

Accusation 

99. That which is said to blame some one, is called 
Accusation (paribhasana ) 1 . 


95 (C.97; K.XIX. 99). x See XL. 844, DR. I. 48; SD. 389. 

2 Emend ckadana into sadana. See NL. 848. DR. I. 46 has wrongb 
chalana for sadma SD. 390 also has ckadana wrongly, 

96 (C.98; K.XIX.98a, Ola). 1 See SD. 388; XL. 850. DR. 1. 4<. 

97 (C.99; K.XIX. 91b-92a). 1 Emend sukhabijo into mukhamjo ; or. 

DR. I. 51; SD. 392. 

3 Cf.I)R.I.51;SD.393. ' 

98 (C-100; K.XXI.92b-93a). 1 Cf. DR. I. 51, SD. 394; NL. 864. 

3 Of. S. 395; DR. I. 51 ; NL. 870. 

99 (0.101; K.XIX.93b-94a). 1 Of. NL. 873; SD. 39b, DR. I - 

defines the Limb differently* 
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The Introductory Scene 

110. The Introductory Scene (pravesal'a) in relation to the 
Nataka and the Prakarana, is to occupy a place between two 
Acts and to treat the summary of the Prominent Point ( bindu ) 2 . 

111. The Introductory Scene should be known as not con¬ 
sisting of the exploits of the superior and the middling characters 
and there should be no exalted speech in it, and its language 
should be Prakrit * 1 . 

The Transitional Scene 

112. As in practice it falls between two Acts or within an 
Act, and relates to the purpose of the Germ ( blja ), it is called the 
Transitional Scene ( ahkavata>a ), 

The Anticipatory Scene 

113. When the de tat died beginning of an Act is summa¬ 
rised beforehand by a male or a female character, it is called the 
Anticipatory Scene (ahJcamukha) 1 . 

An ideal Nataka 

114-117. The playwright should write a Nataka having 


110 (C.112; K.XIX.108). 1 Cf. DR. I. 60-61; SD 309; NL. 807ff. 

111 (C.118j K.XIX.109). 1 See NS. XX. 32. Cf. DR. I. 60-61. SD. 
309. C. gives one additional couplet after this. But this (not occuring in 
K.) seems to give no new information. 

112 (C.115; K.XIX.110). 1 Cf. DR. I. 62.63; SD. 311; NL. 298-399. 

The def. is not very clear. The ahkavalara seems to furnish an indication 
of the subject-matter of the next Act. An example of this seems to be 
the dialogue of the Ceti and Vasavadatta at the end of the Act TI. of 
Svapua. This relates to the makiug of a garland by Vasavadatta. 
Another example may be A vi mar aka speaking W i sfa- 

i U'S’PWrefa II. 5-6. This gives a clue to the 

subject-matter of the next Act which treats Avimaraka’s entry into the 
royal harem. 

113 (C.116; K.X1X111). 1 The ankamukha seems to relate mostly 
to plays other than of the Nataka and the Prakarana types. Examples of 
this are perhaps the speeches of the Bliata in the beginning of the Karna, 
and of the Dutagha., The reason for the above assumption is that 
the rules prescribe vtskambhaka for Natakas only (see 107), and 
firavemkas for both Natakas and Prakaranas (see 110). Cf. I.)R. I. 
62; SD. 812, 313; NL. 408. 

114-117 (0.117-120; K.XIX.112-115). 
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[different] Styles and minor Limbs (pratyahga) 1 , Jpisode Indication 
(pataka) 2 * , Explanatory Devices (athapratikriya) 2 arising from the 
five stages ( avastha ) 4 , having five Junctures (sandhi) 5 , twentyone 
Alternative Junctures 6 * , sixtyfour Limbs (a'ngd) 1 , thirtysix 
lahsams 8 * , Gunas (excellence) 0 and figures of speech (alcmkaro) 10 , 
many Sentiments 11 , topics of many enjoyments, exalted speeches, 
characters of great people, description of good conduct, and it should 
be popular, wellknit in its Junctures, easy for production [on the 
stage], composed with soft words and capable of giving pleasure. 

118. The condition of the world arising from the happiness 
and misery and connected with the activity of various people should 
find a place in the Nataka 1 . 

119. There is no wise maxim, no learning, no art or craft, 
no device, no action that are not found in the drama (vatyja) 1 . 

120. And the human nature with its joys and sorrows 
depicted through the means of representation such as Destines, 
[Words, Costume and Temperament] is also called a drama (vatpa) 1 . 

121. A mimicry of the past exploits of gods, sages, and 
human beings should be also called a drama 1 . 

122. As [this] is represented (abhimyate) and interpreted 
(gamljate) by the actors who after suppressing their own nature 
make [for this purpose] various movements of their different limbs, 
it is called the Nataka 1 . 


1 Pmtyaiiga has not been defined anywhere. It is possible that 
the reading is corrupt. 

2 Pataka here stands for pataka-sthanaka just as "Blnum” for 

"Bhimasena”, see above 30ff. 

» Arthapraiikriya is only a synonym of arlhaprakafi. See 

before 20ff. 4 See before 6ff. c See before 35fT. 

6 Sco before 48ff. 1 See before 58If. 8 See NS- XVII. Ilf. 

8 See NS. XVII.96ff. 10 See NS. XVIT.43ff. ■ 1 So NS. VI. 

118 (C. 121; K.XIX.116). ' Cf. NS-1.129 

119 (C-122; K.XIX.117). 1 See NS. 1.116 

120 (C.123; K XIX.118). 1 See NS. 1121 

121 (0.124; K.XIX.119). 1 See NS. 1.120 

122 (C.125; 1C.X1X120). 1 This very clearly defines the artistic 
character of drama. 
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123. The Nataka is to be so composed as to include all 
States, Sentiments, inclination to all deeds, and the various condi¬ 
tions [of men and nature] 1 . 

124. The various arts and crafts produced by human beings 
may be applied in the Nataka 1 in their endless forms 1 . 

125. One is to construct a Nataka [only] after observing 
the human character, strength and weakness of men, their [mode 
of] enjoyment and reasoning 1 . 

126. In succeeding ages men will be diffident in wisdom ; 
hence those who will be born [after us] will have small learning 
and intellect. 

127. When the world deteriorates, men’s intellect, activity, 
[production of] crafts and skill in arts will dwindle. 

123. Hence after observing the strength and the weakness 
of human feeling, one should compose the Nataka with pleasent and 
easily intelligible words.- 

120. The plays (lit. poems) which contain | harsh], words 
like celrridita 1 is repulsive (lit. do not shine) like a courtezan in the 
company of a Brahmin bearing a Kamandalu. 

130. O Brahmins, I have spoken about the Plot with its 
Junctures and Limbs. I shall hereafter speak of the characteristics 
of the Styles. 

Here ends chapter XXI of Bharata’s Natyasastrn, 
which treats of the Limbs of the Junctures. 


123 (C.126; K.XTX.121). 1 Cf. NS. 1113 

124 (C.127; K.XIX.122). 1 Emend ekakarma into loktikarma. 

125 (0.128; K.XTX. 123). 1 This puts emphasis on depicting charac¬ 
ters in a drama. 

126 (C.129; K-XIX.124). 127 (0.130; K.XJX.125). 

128 (0.131; IC.XIX.l 26). 

129 (0.132; K.XIX.127). 1 Bhiisa actually uses the root of this verb 
form in his Avi. (1IIJ8.0). 

13 i (0.133; K.XIX.128). 
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CHAPTER TWENTYTWO 
THE STYLES 
The origin of the Styles 

1 . I shall now explain in detail (lit. from the beginning) the 
rise of the Styles {vrtti) and [in relation to them] the origin and 
the formation of dramas 1 . 

0.3 When the lord Acyuta (Visnu) after reducing the 

universe into a single [vast] ocean and compressing the creation 

[into a seed] by his supernatural power, was lying on the couch 0 

snake, the two Asuras Madhu and Kaitabha maddened with the 

pride of their strength challenged the god at once for battle . 

4 -5. These two, after making gestures of challenge, (lit. 

rubbing their arms) fought the imperishable lord Visnu (hhKla- 

bh&vana, lit. the creator of beings) with their fists and ogs (1 . 

knees), and while doing so they also assailed him (lit. one another) 

with harsh words and shook as it were the ocean with (hen- 

re viling speech 1 . _ 

The origin of the Verbal Stjlo 

6-7. Hearing the various [abusive] words of these two who 
wore threatening 1 [Visno], Drohinn (Brahman) mi eligibly P*- 
turhed in mind and said, "Is it the I'haraH rrfit that start tv,tit 
these words [for the lighten,] and goes on increasing stage- l-y 
stage ? Kill the two [at once].” 

8-10 Hearing these words of Pitamnlui (Rrahronn), 
Madliusfidnna (Visnu) said, ’'Yes, I hate .1 this » 'r>" 

, mi v xX 1) 1 Sagaranandin explains the vrtti as follows ; 

M ***■ * 1 

> Th« ** NarSyaim's reducing ft« 
three world, into 'a siusle ««.’ oecmia the Ram. TO 72, harm 

P. XIII. See JK. under Visnu (8) and X way an a ( • _ 

. , / r , , k rr xx 4 -5) 1 Madhu and Kaitabha cliarged iNarayana 

with ttLoi t v*, • VH. «. % IK. under KaiUhlui. 

6-7 (C.6-7; K.XX.6-7). 1 Emend garjatolj into tarjatoh (tatja, <>/.*, K). 
8-10 (0.8-10; K.XX.8-10). 
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for the purpose of my work. It will be the bharatl vrtti of the 
speaker, in which words will preponderate. I shall kill these two 
A suras today”. So saying Hari (Visnu) with his perfect gestures 1 
and Augaharas 2 severely fought these two Daityas who were 
experts in the method of battle. 

11. At that time Hari’s pacing with the Sthanakas 1 on the 
ground created a great bhara (burden) on the earth ( bhumi ); the 
bharatl vrtti (Verbal Style) was built on that (bhara) 2 . 

The origin of the Grand Style 

12. And at that [very] time, by the rebounding of the bow 
named Sarnga which was intensely brilliant, steady and full of 
much sattra (strength) the saltvati vrtti (Grand Style) was made 1 . 

The origin of the Gracceful Style 

13. When [in course of fighting] the god moved sportively 
with various Ahgalniras and tied up his silcha ( Jcesa ?) the haiWcl 
vrtti (Graceful Style) was made 1 . 

The origin of the Energetic Stylo 

14. Then from the various personal combats which were 
full of energy and excitement, and which entailed various Caris 
the Energetic (arabhatl vrtti) was made 1 . 

15. Whatever acts the god Brahman observed as arising 
out of the different Styles (vrtti), were associated 1 by him 
(Druhina = Brahman) with words suitable to their meaning. 

16. When the two Asuras Madhu and Kaitabha were killed 
by Hari (Visnu) Brahman spoke to him (Narayana = Visnu) who 
was the subdduer of foes ( arindama ). 

1 aibgaih here means ahgikaih and aiigaharaih. 

2 See NS. IV.19-27, 170£f. 

11 (C.ll; K. XX. 11). 1 See N& XI. 49ff. 

2 This is a clear instance of folk-etymology and does not really 
explain the origin -of this Style. It possibly comes from the Bharata 
tribe ; see NS. I. 41 f.n. 

12 (0.12; K.XX.12). T See above 11 note 2. 

13 (C.13; K.XX.13). 1 See above 11 note 2. 

14 (C.14; K.XX.14). 1 See above 11 note 2. 

15 (C.15; XX.K.15). 1 Emend pratyapnjayat into pratyayojayat. 

16 (C. 16; K.XX.16). 
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The origin of the Nyaya 

17-18. 0 god, thou hast killed the Danavas with various 

clear, expressive and graceful Angaharas hence this method ol 
personal combat [applicable] in throwing all kinds of missiles in 
this world, will be termed as Nyaya 1 . 


19. Even this fight made with the Angaharas which arose 
from the Nyayas and observed them (Nyayas) [in practice] will be 
called the Nyaya 1 . 

20. Then the high-souled Druhina (Brahman) gave over to 
the gods this Style full of various States and Sentiments, [for its 
use] in the production of plays. 

21-22. The name Style ( rrtti) was made a repository of the 
various States and the Sentiments. And whatever was made and 
in whatever manner, the exploits of the god (Visnu) w T eie utilised 
by the sages in fashioning the similar Styles arising from the 
Words and the Gestures which have their origin in materials taken 
from the four Vedas 1 , and which also have Words and Gestures as 
their chief characteristics. 

23. These Styles which were desired, wellborn and full of 
various Caris, were again, taken by me at Druhina’s command, 
for the purpose of making plays (lit poem) 1 . 

24. The Verbal Style (bharati vrtti) was from the Rgveda, 
the Grand (sattvatl) from the Yajur-veda, the Graceful (kaiiUa) 
from the Sama Veda and the remaining one (i.e. the Energetic or 
(arabhatl) from the Atharva [Veda] 1 . 

25. The Style which is to be applied by the male characters 
and not by females and which gives prominent place to speeches 

17-18 (C.17-18; K.XX.17-18). j * See NS. XI. 74ff. 

19 (C.19; K.XX.19). 1 See NS. IV. 170ff. 

20 (C.20; K.XX-20a, 21a). 

21-22 (C. 21 - 22 ; K.XX.‘2lb-23a). 1 Emend mlyaveda into catnrvcdo. 

23 (C-23; K- XX.20b, 23b). 1 Emend 23a as follows. 

24 (C.24; K.XX.24). 1 This is a different story about tho origin ot 

the vrttis. See before 2-14. 

25 (0.2c; K.XX.25). 
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made in Sanskrit, is used by the eponymous bharatas (actors) as 
bhctratl (Verbal) 1 . 

The four varieties of the Verbal Style 

26. It has four varieties such as the Laudation (praro-'ana), 
the Introduction (ainuleha), the Vlthi and the Prahasana, and 
these have became its component parts ( cingct) 1 . 

The Laudation 

27. The Laudation (prarocana) in the Preliminaries is to 
attain success, prosperity, good luck, victory and removal of all sins . 1 

The Introduction 

28-29. That part of a play where an actress 1 , the Jester or 
the Assistant has a talk with the Director on some relevent topic, 
and they use interesting words or adopt any type of the Vithi or 
talk in any other way is called the Introduction ( amukhaY . 1 

shall speak in detail about its five varieties (lit. elements). 

The five varieties of the Introduction 

30. The Accidental Interpretation ( udghattjalca ), the Open¬ 
ing of the Story {kathoghata), the Particular Presentation ( prayo - 
gatisaya) the Personal Business, (pravrttalca) and the Transference 
(malgita) are the five varieties of the Introduction (i mukha )L 

31. Of these the characteristics of the Accidental Interpre¬ 
tation (udghdttgaka) 1 and the Transference (avalgita)* have been 
mentioned by me. I shall now speak in detail of the characteristics 

of the rest s 

Opening of the Story 

32. [That Introduction] in which a character enters [the 
stage] taking up a remark of the Director or its meaning, is called 
the Opening of the Story (Jcctthodghaf a) 1 - 


i NL. 1054ff. DR. II. 5 ; SD. 274, AP. modifies this def, by adding 

strlvukta pmkrioktita, Haas, on DR. HI. 5 (p.81). 

26 (C 26- K.XX.26). ’ Cf. NL. 1008-69; DR. III. 5 ; SD. 285. 

27 (C.27- K.XX.27). 1 Cf. NL. 1070-7Iff; DR. III. 6 ; 81). 286. 

28-29 (0.28-29; K.XX.28-29). 1 Cf. NL.U78-81, DR. HI. 7 81). 286. 
80 (C 30- K XX.30). 1 Cf. NL. 11-88-89 DR- HI* 8, SD. 287. 

31 c 31; K.XX.31). ' See NS. XX.117 Cf. NL. 11st. , DR. 1H. 14 
SI) 288 * 8eo NS. XX. 118; NL. 1192, DR. IH- 15; SD. 292. 

’ 82 (0.32; K.XX-32). 1 Cf. NL. 1196; DR. HI. 9; SD. 289. 
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Particular Presentation 

33. When, over this production [of the Introduction] the 
Director imposes another production and then a character jenters 
[the stage], it is called the Particular Presentation (praijogatisayo ). 1 

Personal Business 

34. [The Introduction] in which the Director speaks on 
some business in hand and taking cue from this (lit* with its help) 
a character enters the stage, it is called the Personal Business 
(pravritaka) 1 . 

35. Taking up one of these types and skilfully giving double 
meaning to it, the wise [playwright] should construct the Introduc¬ 
tion by freely assembling different characters 1 . 

36. The wise are thus to know the Introduction with differ¬ 
ent bases 1 . The characteristics of the Vithl 2 and the Prahasana 3 
have been mentioned before. 

37. These are the eight 1 different aspects (lit* meanings) of 
the Verbal Style I spoke of. I shall now explain the rules of the 
Grand Style {sciltvdtlij with its characteristics. 

The Grand Style 

38. The Style which is endowed with the sattmia quality, 
the Nyayas, metres, and has exuberance ol joy and an under¬ 
current of the State of sorrow 1 , is called Grand (sattiatij . 

39. The Grand Style is known to consist of representation 
by Words and Gestures, and of strength in speeches and acts 
showing the rise of spirit. 

33 (C.33- K.XX.33). 1 See NL. 1201-1202; DB. III. 11; SD. 290. 

34 (C.34; K.XX.32). 1 Cf. NL. 1214-1215; SD. 291; I)R. 111. 10. 

35 (C-35; K.XX.35). 1 i.e. actress, Jester or the Assistant. See 28 

above. , . . , 

36 (C.36- K.XX.36). 1 Emend vivbud/mmyam into vividhasrayam. 

2 See Nth XX. HUT. 3 «oe NS. XX. 10UT. 

37 (C.37- K.XX.37). 1 Prarocanii, Vitlu, Prahasana and live 

varieties of Anuikha. Seo before- 26-30. 

38 (C 38- K XX.38). 1 This shows that no pathetic subject-mutter 

should find a place in this Style.. 

3 See NL. 1234ff. SD. 416. DR. 11 53. 

39 (C.39; K.XX.39). 
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40. It is to contain the Sentiments such as Heroic ( vlra), 
the Marvellous (adbhuta) and the Furious ( raudra ) and to a small 
extent (aljga) the Pathetic (Jcaruna) and the Erotic ( trhgara), and 
characters in it should be mostly majestic and defying one another 1 . 

Hie four varieties of the Grand Style 

41. It is known to have the four varieties such as challenge 
(utthapaJca), Change of Action ( parivartalca ), Harsh Discourse 
(samlapalca) and Breach of Alliance (samghata) 1 . 

Challenge 

42. One’s rising up with a view to conflict after saying “I 
am getting up [for battle, now] show me your own prowess” is 
called the Challenge (utthapaJca) 1 . 

Change of Action 

43. If after leaving the thing which caused the rising 
up, one takes to other things due to some need, it is called the 
Change of Action (parivartalca) 1 . 

Harsh Discourse 

44. Various kinds of words containing abuse or insult 
whether these arise from a challenge or not, are called Harsh 
Discourse (samlapalca ) 1 . 

Breach of Alliance 

45. The stopping of an alliance for the sake of a friend, 1 
money or due to an accident or [one’s] own fault, is called Breach 
of Alliance (samghata ) 2 . 

40. These are the eight meanings 1 of the Grand Style that 
I spoke of. I shall hereafter describe the characteristics of the 
Graceful Style (kaisilci vrtti) 1 . 

40 (C.40; K.XX.40). 1 See NL. 1271-1273). 

41 (C.41; R.XX.41). 1 Cf. DR. II. 53 SD. 416, NL. 1274ff. 

42 (C.42; K.XX.42). 1 Cf. NL. 1276, 4278. The text on this point 
seems to bo corrupt, also cf. DR. II. 54; SD. 416. 

43 (C.43; K.XX.43). 1 Cf. DR. II. 55; SD. 419; NL. 1279-1282. 

44 (C.44; K.XX.44): 1 Cf. DR. II. 54; SD. 418, NL. 1288. 

45 (C.45; K.XX.45). ' Read mitrartha-karya. 

a Cf. NL. 1298-1299; DR. II. 55; SD. 417. 

46 (C.46; K.XX.46). 1 Utthapaka, parivarttaka, the two kinds of 

samlhpaka and the four kinds of samghata. See before 41, 44, 45* 
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The Graceful Style 


47. That Style is called Graceful (kaisihl) which is 
specially interesting on account of charming costumes worn 
by [dramatis personae ] mostly women, and in which many 
kinds of dancing and singing are included and the themes acted 
are practices of love and are connected with (lit. arising from) its 
enjoyment 1 . 

The four varieties of the Graceful Style 

48- The Graceful Style is said to have the four varieties 
such as Pleasantry (narman), Beginning of Pleasure ( narma - 
phurja) Unfoldinent of Pleasure narma-sphota) and Covert 
Pleasure {narma-garbha) 1 . 

The three kiuds of Pleasantry 

49 . The Pleasantry ( narma) which abounds in remarks 
made in jest, is of three kinds ’ that based on love, that with pure 
laughter and that having Sentiments other than the Heroic 1 . 

50. The Pleasantry ( narman) is known as concerned with 
acts of jealousy and anger, words of rebuke, self-reproach and 
deception of others. 

Beginning of Pleasantry 

51. The Beginning of Pleasantry (narma-sphnrja) is to bo 
known as the first meeting [of lovers] in which words and dresses 
exciting love [are in evidence] but which ends in fear 1 . 

Unfoldment of Pleasantry 

52. The Unfoldinent of Pleasantry {narma-sphota) is the 
cause of the Sentiment contributed by small fraction of different 
States ( bhava ) and not by any State as a whole 1 . 


47 (G.47; K.XX.47). 1 Cf. SD. 411; I>R. II. 47; NL. 1304ff. 

48 (C.48; K.XX.48). 1 Cf. DR. II. 48; SD. 411; NL. 1308ff.' 

49 (C.49; K.XX.49). 1 Cf. DR. II. 48-50; SD. 412; NL. 1310 defines 

narma as follows: tow*'• wWltafWM' 

but the def. of the NS. as well has been referred to. 

50 (C.50; K.XX.50). 

51 (C.51; K.XX.51). 1 Of. NL. 1342-1343; DR. II. 51; SD. 413. 

52 (C.52; K.XX.52). 1 Cf. DR. II. 51; SD. 414 ; NL. 1336 f. 
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Covert Pleasure 

53. When the Hero acts incognito out of any necessity 
through his qualities such as intelligence, [good] appearance and 
affection, it is called Covert Pleasure (narma-garbha) 1 . 

54. These are the eight different meanings of the Graceful 
Style that I was to speak about. I shall hereafter describe the Ener¬ 
getic Style (i drabhati) which is concerned with haughty Sentiment. 1 

The Energetic Stylo 

55. The Style which includes mostly the qualities of a bold 
person (arabhafo) such as speaking many words 1 , deception, 
bragging arid falsehood, is to be known as Energetic (arabhall ) 2 . 

56. The Style in which there is a representation of falling 
down 1 , jumping, crossing over, deeds of magic and conjuration, and 
various kinds of fighting, is called Energetic (arahhaii ) 2 . 

The four varieties of the Energetic Style 

57. It has varieties such as Compression (samksiptaka), 
Commotion (arapata), 'Raising Various Feelings (vastutthapana) 
and Conflict (samplieta ) 1 . 

Compression 

58. Compression (samJcsiptafca) is furnished with workman¬ 
ship (silpa) in the true sense of the words and it includes the 



53 (C 53; Iv.XX.53). 1 According to Sagaranandin Arabhall is an 

ahga of the Gaudi virtti : NL. 1385. Cf. DR. II. 52; 8D. 415; NL. 1338 
f. C. adds an additional def. (0.54) of this, but it Is wanting in Iv. 

54 (C.55; K.XX.54) 1 The three kinds of narma } the three kinds 

of rnarma-garbha and narma-phnrja and ?iarma-i<phola. 

55 (0.56; K.XX.55). 1 'Many words’ probably moan altercation or 

verbal duel. a Cf. NL. 1348 ff. DR. II. 56-57; SD. 420. 

56 (C.57; K.XX.56), The reading prasta? in prastava 0 seems to be 
corrupt. Emend this to vasiva 0 . 

3 See above 56 note 2. C. adds one more def. (C.58) of hrabhali 
bat this is wanting in Iv. In traus. it will be as follows: That which 
includes excitement due to an application of the sixfold policy {wlguna), 
running away due to deception of the enemy, and that which relates 
to [material] gain or loss, is called the Energetic Style. 

57 (C.59; K.XX.57). ’ Cf. NL. 1356 f. DR. II. 56-57. SD. 420. 

58 (C.60; K.XX.58). 1 Cf. DR. II. 57-58. SD. 422, NL. 1358 f. 
gives another def. samhipaiaka• 
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presentation of model works (pnslo.) drawings, and dresses, and 
relates to some condensed matter. 

Commotion 

59. Commotion ( avapata ) is known to relate to the 
occurrence of fear and jubilation, panic, flurry, many kinds of 

speaking, quick entrance and exist 1 . 

Raising the Theme 

60. That deed which is represented as being connceted with 
panic or no panic, and includes a combination of all the Sentiments 
is called the Raising the Theme (rastutthapana ) 1 . 

Conflict 

61. Conflict (sampheta) is known to include excitement, 
many fights, personal combats, deception, split and [mutual] 
striking of weapons 1 . 

02. These are the Styles to be reckoned by the wise in 
connexion with the drama. Now' listen about their application in 
different Sentiments, which I am going to tell you. 

Stylos according to Sentiments 

03-64. The Style in the Erotic and Comic Sentiments 
should be Graceful and in the Heroic, the Furious and the 
Marvellous Sentiments it should be Grand. And in the Terrible, 
the Odious and the Furious Seutiments one should use the 
Energetic Style, while the Verbal Style is applicable in the 
Pathetic and the Marvellous Sentiments 1 . 

05. I have spoken properly about the Histrionic Represen¬ 
tation dependent on Words, Gestures, Temperament and the Styles. 
Now I shall treat of the Costumes and the Make-up used in the 
production of plays. 

Here ends Chapter XXII of Bharata’s Natya^astra 
which treats of the Styles. 


59 (C.61; K.XX.59). 1 Cf. DR, I. 59. SD. 423; NL. 1368f. 

60 (0.62; K.XX.60). 1 Cf. PR. II- 59, SD. 420; NL. 1372f, 

61 (C.63; K.XX.61). 1 Cf. DR. H. 50; SD. 421; NL. I880f. 

62 (C.64; K.XX.62). tt 

63-64 (C.65-66; K.XX.63-64). 1 Of. NL. 1059-1562. DR. II. 62; 

SD. 410. C. repeats after t'uis two couplets from the Ch. VII. (118-119). 

65 (C.69; K.XX.65), 

52 







CHAPTER TWENTYTHREE 
THE COSTUMES AND MAKE-UP 

Necessity of the Costumes and Make-up 

]. I shall similarly speak in due order, 0 Brahmins, 
about the Costumes and Make-up ; for the production [of a play] 
depends on this 1 . 

2. The Extraneous Representation ( aharyabhinaya ) deals 
with the rules of the Costumes and Make-up (i nepathya ) 2 3 4 5 6 . Anyone 
who wishes for the success (lit. swell-being) of a dramatic 
production should pay attention to these 1 . 

3. The dramatis personae are of different types 1 . Indicated 
first 2 by their Costumes and Make-up they accomplish the repre¬ 
sentation without much effort by means of Gestures and the like. 

Four kinds of the Costumes and Make-up 

4. The Costumes and Make-up (nepathya) are of four 
kinds ; model work (pusta) 1 , decoration (alamhara), painting 
the limbs (ahga-racana) and living creatures (sahjlva). 

The four kinds of model-work 

5. [Of these] the model-work is of three kinds and of 
various forms. They are : the Joined Object (sandhima), the Indi¬ 
cating Object (vyajima) and the Wrapped Object (veslima) 1 . 

6. The model work which is made up of mat, cloth, skin and 
the like, is called the Joined Object (sandhima ) 1 . 


1 (C.l; K-XXI.l). 1 K. reabs lb differently. 

2 (C.2; K.XKI.3). 1 C. reads after this an additional couplet. 

3 (C.4; K.XXI-2). 1 Nanavastha—nanabhuth ya sokadya nana- 

bhutasrayas ca (Ag. p. 429). . 

3 Bead purvam (piirva, CO nepathya-sncitah {suctkah, C, sadhitah) 

4 (0.5; K.XXI.4). 1 K. mukla for pusta. 

2 K. natyaiiga-racanu for tathdhga-racana. 

5 (C.6; K.XXI.5). 1 Cestimak, C, for vestimah, K. 

6 (C.7; K.XXI.6). * Sandhimahr-sandhdnataya nirvrttak (Ag, 

p. 429). 
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7 That which is made by means of a mechanical device 
(mntro) is called an Indicating Object (vyajmf and that which is 
produced by wrapping, is called a Wrapped Object (veshma)\ 

8. Hills, carriages, lofty palaces, shields, armours, banner- 
staffs and elephants 1 which are constructed for use in a dramatic 
performance are called model-works {pusta). 

Decorations 

9. Decorations (alamhara) are known to consist of flower- 
garlands, ornaments and drapery which are differently use on 

different parts of the [human] body. 

Garlands 

10 Garlands are of five kinds : encircling («<#*>)*> s P rea “" 
„p (aifoto), grouped tted-round (grmthirm), and 

hung-down (pralambita). 

Four kinds of ornament 

11. Ornaments of the body are known by the wise to be of 
the four kinds : that to be fixed by piercing the limbs (avedhya) , 
that to be tied up (bandhaniya), that to be worn (pralcsepya), and 

that to be put round ( aro-pya )'■*. 

Piercing ornaments 

12. [Of these, the ornaments] to be fixed by piercing the 
limbs are ear-rings (hintala) and other ear ornaments 1 . 

Tied-np ornaments 

And those to I* tied-up (bnuihmiya) are the girdles (S«h- 

sutra) and the Ahgada (arm-band). ____ 

~7~(C • 8 -K. X XI ■ 7) • 1 Vydjimdh—vydjah sutrasyakarmkadirvpah 

ksePas tern nirvrtto vydjiinah (Ag. p. 430). .. 

^ Read'7b as « 9 ^ Ag. (p. 430 ) explains 

vestimah as follows s uPari jatu-Mdina vestanena mrvrtto ve&tnah- 

8 (C.9; M.XXI.8). 1 Emend nagah into ndgdh. 

9 (OHO; K.XXI.9). 

10 (C.ll; K.XXI.10). 1 0. ces}itam . ^ 

3 K. tepitam for samghdtya • Ag. with C. 

11 (C.12; E XXI. ID- 1 0- hvedya ‘ 

3 K. aropyaka, C. dropaku, 

12 (C 13 EXXI.12)- 1 The reading of 12b seems to be “lit 

corrupt 
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Worn ornaments 

13. The ornaments to be worn (tfralcsepya) are the anklets 
(nupura) as well as the wearing apparels. 

Put-round ornaments 

And those [ornaments] to be put round (atopy a ) are the 
golden neck-chain ( hemasutra) and necklaces ( ham ) of different 
kinds. 

Ornaments according to habitation and tribal origin 

14. I shall now speak of the varieties of ornaments of 
men and women according to their habitation and tribal origin. 

Ornaments for males : 

Head ornaments 

15. The crest-jewel {c.uclamani) 1 and the crown (mukula) 2 
are called ornaments of the head. 

Ear ornaments 

And the ear-ring (kundala) 2 , Mocaka (ear-pendant) 4 and 
ear-top (kila) are ornaments of the ears. 

Neck ornaments 

16. The pearl-necklace (mulct avail ) the Harsaka 1 and the 
[gold] thread (sutra) 2 are ornaments of the neck. 


13 (C.14; K.XXI.18). 14 (C. 15; K.XXI.14). 

15 (C.16; KXXI.15). 1 To be worn on the top of the head. 

Ciidamanih siromadhye (Ag. p. 430). 

3 To be worn above the forehead. Mukuto lalatordhve (Ag. l.c.). 

8 To be worn in the lower lobe of the ear. Kunrlalam adkara- 
palyatn (Ag. l.c.). 

4 To be worn in the hole in the middle of the car. Moeakdh 
karnasaskulya madhyacchidre uttara-karniketi pras ddham (Ag. l.c.). 

16 (C.17; K.XXI 16). 1 harsaka —a snake-shaped ornament, satnud- 

gata-sarpadi rupataya prasiddham. (Ag. l.c.). 

* Sill rapt —golden neek-chain, sut rakam iliguccha-griva-sut radii aya 
prasiddham (Ag. l-c.). 

8 Katakah (vatika, K.). Ag. (l.c.) reads the term differently. He 
says vetikeli suksmakataka-ftipa. 

4 Aiiguli-mudra— In later times the two members of this compound 
word (anguliya and tnudrd) gave rise to two different synonyms for 
the object (ring) denoted by it- 
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Finger ornaments 

And the Kataka [Vatika] 4 and the finger-ring (anguUya- 
mudra ) are ornaments ol’ the finger. 

Ornament of the forearm 

17. The Hastavi 1 and the Valaya 2 are the ornaments of the 
fore-arm ( bahu-nall ). 

Wrist ornaments 

And the bracelet ( rucilca )* * and the Uccitika' 1 are ornaments 
of the wrist. 

Ornaments above the elbow 

18. The Keyura (armlet) 1 and the Angada (arm-band) 2 are 
ornaments to be worn above the elbow. 

Breast ornaments 

And the three-stringed necklace (trisara)- is the ornament 

of the breast. , , , , 

19. The suspended pearl necklace, the ttower-garland and 

the like, are ornaments for the [entire] body. 

Waist ornaments 

And the Tarala 1 and the golden thread (mtm) : are 
ornaments of the waist. 


1 This is seems to be very rarely mentioned ui Skt- 


17 (C.18). 

literature. .... , n 

a This word is the same as Bengali bala (bangle). 

* This seems to bo a valiant of the word rucaka. See note 4 below. 

4 This WO rd seems to be never met with elsewhere. Ag s frag¬ 
mentary gloss on this word or rucaka is as follows : * * cakra * » ara- 
golakc vitatdm tata nrdhve culiketi jrasiddhau (?) ntskuke agrabahu- 

stkane etat [vibhuysanam (p- 430). - . 

lsfriO KXXI.17). 1 To be worn above the elbow- A-eyu 

{hg.l-c), but * muiine yau'i m 

keynram, Ksirasvamiu on Amara II. 6,107. _ 

-T„ l worn above tbe k<ynra. T«,or 
tv ahgadam (Ag. Ac.). 

3 Txisam—tfisaro muklalatatrayena (A*. U). 

19 (C.20; K. XXI. 18). 1 To be worn below the navel ; ta\ra\lakaw 

mbktr the taralaka . Tasyafiyadhali .mirakam (Ag. U). 
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20 . These are the ornaments for males in case of the 
gods and the kings. I shall now speak about the ornaments for 
females. 

Ornaments for females 
Head ornaments 

21- 22. The Sikhapasa 1 , the Sikhajala 2 3 , the Pindapatra 8 

(Khandapaira), the Crest Jewel ( cuclaviani ) 4 5 , the Makarika®, the 

pearl-net ( mvlrtarjala) 6 the Gavaksa 7 and the hair-net (slrsajala) 

are ornaments of the head. 

a 

22- 23. The Tilaka on the forehead should be produced by 
many artistic touches, and group of design above the eyebrows 
should imitate flowers. 

Ear ornaments 

23- 25. The ornaments of the ear are the Kundala, the 
Sikhipatra 1 (Khadgapatra), the braid [of hairs], the lotus 2 and the 
Mocaka* the Karnika 4 , the Karnavalaya®, the Patrakarnika 6 , the 
Karnamudra 7 that entwines the ear, the Karnotkllaka (ear-top), 


20 (C.21; KXXI.19). 

21- 22 (C.22-23a; K.XXI.20-2la). 1 This is same as cTid/ipasa 
mentioned in Megha, II. 2. 

3 Ag. (p. 431) reads it as Ukkavyala and explains this as nagagran- 
thibhtr upanibaddho madhyekarnikasthaniyam, and adds to explain pt'ntji- 
palra (~pin<lapatrci) as tasyaiva dalasandhanataya, cilra-vacctnoni (?) 
vartulani pat rani pirnjipatrani. 8 See note 2 above. 

* The same as mentioned in 15 above. 

5 Ag. reads this makarapatram. 

8 This is the same word which occurs in Megha, I. 64. 

1 No head ornament with this name seems to occur anywhere else. 

22- 23 (C.24; K.XXn.2lb-22a). 

23- 25 (C.23b, 25-26; K,XXII. 21a, 22b-24). 

1 Ag. (l.c.) reads stkhapatra and explains this as y ikhapaira mayura- 
picchaku.ro vicitramrna-mani-racitah. 

2 guccha. X. for kanja. C. 8 Rocaka, C. and darakah K. 

* This was never met with before. 

8 This is perhaps the sames as mod. Bengali kanbala<.*kanhalh< 
kannavalaaK karnavalaya, 

8 This was never met with before. 

1 This ornament is still in use among women of backward classes. 






the Various kinds of the Dantapatras 8 set with jewels and the 
Ivamapura 9 . 

The Tilaka and the Patralekha 10 are ornaments of the 


cheeks 11 . 

Neck ornaments 

26. The pearl-necklace, the snake-group (vyala-paiMi) 1 , the 
Manjari 2 , the jewel-string 3 the jewel-necklace 4 and the neck-chain 
( sutra ) 5 6 are ornaments of the nock. 

27. The necklace with two, three or four strings as well as 
a [gold] chain is the ornament of the neck 1 . 


8 These were possibly made with ivory. 

9 The well-known ear ornament. 

10 The same as patrdbhahga (drawing decorative designs with 
scented pigments). 

11 C. reads after this four additional and somewhat corrupt couplets 
(C,27b-3la) which may be tentatively translated as follows: And 
the triveni is to be known as the ornament of the breast. The two 
eyes are to be touched with collyrium, aud the lips are also to bo painted. 
The four front teeth (of the upper and the lower rows) are to have 
varying colours as well as whitness- When covered with artificial 
colours their beauty is enhanced. Pearl-like teeth of beautiful young 
women embellish their smile, and dyed with the colour of lotus petals 
they will be lovely, and when dyed with emerald colour the lips will 
attain the beauty of tender leaves- And their amorous look will 
constitute their charms- 

26 (C.31b-32a; KXXI.25). * An ornament with the snake-motif ; 

; see above 16 note 1. This was never mot with before. 

3 Manjari—' This was never met with before. 

3 Ratnamalika —This is to be distinguished from ralnavaH (see 

note 4 below) which is a bigger necklace ; for the word ina/tkh means a 

* 

small mala. 

1 Ratnavali —See note 3 above. 

6 Sutra (lit. thread) evidently means a thin thread-like necklace 
made of gold; cf. kanakasutra in PaBcatantra I. ivayasa-dampati-kalM). 

27 (C.32b-33a). 1 K. omits this passage. The terms like dvisara 

(wrongly dvirasa), Irisara (wrongly trirasd) aud catu-sara (wrongly 
caturasa) mean respectively necklaces with two, three and four strings. 
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Breast ornaments 

28. The necklaces with the most artistic work * 1 are to be 
ornaments of the breasts. 

The jewelled net is the ornament of the breasts (or the 
back) 2 . 

Arm ornaments 

29. The arm-band ( ahgada ) 1 and the bangles (• valaya ) 2 are 
ornaments of upper (lit. the root of the) arms. 

The Varjura 8 and the Svecchitika 4 are ornaments of the 
fore-arm. 

Finger ornaments 

80. The Kataka 1 , the Kala^akha 2 , the Hastapatra 3 , the Supii- 
raka 4 and the ring ( mudrahguUyaka ) 5 * * are ornaments of fingers. 

Hip ornaments 

81. The Kahci 1 with a net of pearls, the Kulaka, Mekhala, 
the Katana and the Kalapa are ornaments of the hip (sronl), 

32. The Kahci is [a girdle] of one string, the Mekhala 
of eight, the Kasana of sixteen and the Kalapa 1 of twenty- 
five strings. 

28 (C. 83b-34a; K.XXI.26). 1 ncma-ratnakrta (in K.) meaning made 
up of many jewels’. 

* Prstha-vibusana (in K.) meaning ‘ornaments of the back’. 

29 (C.34b-35a ; K.XXI.28b, 28a). 1 K’s reading is corrupt. See 
above 18 note 2. 

4 It is now-a-days called ananta in Bengal. Kalidasa’s Yaksa 
(Megha, I. 2) had a kind of valaya in his prakostha (fore-arm). 

3 This seems to connected with the biiju still in use among women 
of rural areas in Bengal. 

1 Svecchitika —This was not heard of before. 

30 (C.35b-36a; K.XXI.27b, 27a). 1 K. reads of 30a as sahkka-kalapl. 

katakam tat ha syat patrapurakam. Kataka is usually met with in the sense 
of an ornament of the wrists. 2 This was never met with before. 

* This was never met with before. '1 here is however an ornament 

hast a-sutra (Apte). 4 This was not met with before. 

31 (C.36bc; KXXI.29). 1 K. reads 3la differently. All the orna¬ 

ments except kulaka have been defined in 32 below. Kulaka seems to 
be a girdle of the special kind. 

32 (C. 7; K.XXI.80). 1 Kalapa seems to have been used by 

Kalidasa in the sense of a necklace (Kumara I, 42), 
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33. The pearl necklace of the goddesses and the queens are 
of thirty two, sixtyfour or one hundred and eight strings. 

Ornaments o£ the ankles 


34. The Nupura, the KinkinI, the Jewel-net (ratnajala) 1 
and the ringing Kataka are the ornaments on the ankles. 

35. The Pada-patra is the ornament of the shanks (jamgha) 
and the toe-rings that of the toes, and the lilaka on the big toe 
are ornaments of the feet. 

36. Similarly [an additional decoration of the feet] will be 
the lac-dye applied on them in various patterns to impart to them 
the natural colour of A£oka blossoms. 


37. These are the decorations of women from the 
hair to nails [of the feet] 1 . Considering the States and the 
Sentiments these are to be applied [in different parts of the body]. 

38. These ornaments (lit. works) having their origin in 
ViSvakarman 2 are to applied also .after a consideration of 
the tradition (againa), measurements [of the wearer] and her 
physical form. 

39. [In dramatic production] one is not entitled to decorate 
the limbs freely and at one’s will, with gold, pearls and jewels. 

40. Utilised on account of wealth 1 , the jewelled orna¬ 
ments put on in proper places will lend beauty to the limbs 2 . 


33 (C.38, K.XXI-31). 

34 (C.39, K.XXI.32). 1 Iv. reads ghanitka lalam eva ca, 

3 Hollow bangles within which small stone bits arc lodged. 

35 (C.40; KXXI.33). 1 C. reads jaitghayoh for padayoh. 

- This was never met with before. Ag. (p. 431) reads tilaka iti 

vicitraracanakrta . 

36 (C.41). 1 This passage is wanting in K- 

37 (C.42; K.XXI 34b, 34a). 1 Ag. <lc.) anakhad-alaktaka-rhaa- 

Mryantam. 

58 (C.43; K.XXI.35). 1 Ag. {U.) explains agama as uPadanaka- 
ranam. 3 An authority of arts and crafts istlfia). 

30 (C 44- K XXT.37b-38a). J K. reads tarhi mki 'yanmarena . 

53 
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41. But in the production of plays there should not be a 
use of too many ornaments ; for these by stiffening movements will 
cause fatigue [to actors and actresses] 1 . 

42. Weighed down with heavy ornaments one cannot 
move much, and one so weighed down, is likely to be exausted and 
to be faintaing. 

43. Hence [in a dramatic production] there should be not 
used ornaments made of pure gold, but those made ol lac and 
inlaid slightly with jewels, will not bring exaustion [to the wearers 
in a play]. 

44 . The rules of decoration are optional 1 in case of the 
celestial beings (gods and goddesses) ; but the decoration ol human 
beings are to be made carefully. 

45 . The celelstial females are to be distinguished for then- 
own roles by means of ornaments and Costumes suited to the 
various States. 

46. Women of the Vidyadharas, the Yaksas, the Nagas, 
and the Apsarasas, and the daughters of sages and gods are to be 
distinguished by their Costumes. 

47. The same rule applies also to women of the Siddhas, 
the Gandharvas, the Raksasas, the Asuras, the godly monkeys, 
and human females. 

48. The Vidyadhara women should be made to have hairs 
(silcha) tied in top-knot decorated with string of many pearls and 
clothes [completely] white 1 . 

49 . The Yaksa women and the Apsarasas should have 

41 (C.46). 1 A very sensible warning. 

42 (C.44). See above 41 note. 

43 (C.48). 

44 (C.49). 1 For gods are beautiful by nature. 

45 (C.50). 1 Read 45a as ttw wwi:. 

46 (C.51, K.XXI.42). 

47 (C.52). ' Read divya-vanara-mrinam ; ef. 57 below. 

* K. omits this passage. 

48 (C.58, K.XXI.44). 1 K. reads citra for mddha, C. 

49 (C.54, K.XXI.43), 
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ornaments of jewels, and the same will the dresses of WO these, 
except that the Yuksu women are to wear the simple Sik a . 

50. The Naga women are to wear like the goddesses the 

ornaments abounding in pearls and jewels, but they are also have 

hoods 2 [in addition to these]. _ . 

51. The daughters of sages are to wear a single Vep ol 
the hair on their head, and they should not be mac 

much decoration. 

Siddha women 

52. The Siddha women should have ornaments abound¬ 
ing in pearls and emeralds, and their dresses should be of yellow 

colour. 

Grandharva women 

53. Ornaments of the Gandharva women should be made 
to abound in rubies. And they are to carry a t .pa in 

and to have clothes of saffron coloui. 

Rak$asa Women 

54. The Raksasa women are to have saffires as their 
ornaments, and their teeth are to be made white and the dieases 

of black colour. 

Goddesses 

55. The celestial women are to have lapis hzdi and the 
pearls as their ornaments, and their dreesea are to be made green 

like [the colour of] the parrot’s tail. 

Monkey females 

56 The women of the [godly] monkeys are to have topas' 

and [sometimes] «-« - ** “* ^ 

are to be made of blue colour. 


50 (<J.55, JS..AAJ-00O/. — , . ... / tt-n 

6, (C 56 K.XXU9 and 45). 1 R-4 *■*» (W> 

52 (C.5J). 1 l'V the diddhft women see Mesh. 1.14. 

5» tO.58). * Read be£ore t**""'™’ 1 ' ' 

UIC59) 55 (C.60). 

56(0.60.’ 1 Pn^raga^.Pm NIA. pokk-raj. 


<SL 


l"^i^„ MO..for.**»«»»* «>' “ J t0J ._. 

50 (C.55, HIM 1 * ‘ " 
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57. This should be the dress of celestial women in their ' 
love-making. But in other conditions their dresses are to be 
made white. 

Human females according to their countries 

58. Human females are to have dresses and ornaments 
according to their places of origin. Listen properly about them. 

Women of Avanti and of Gauda 

59. The young women of Avanti are to have curling hairs, 
and the women of Gauda are to have hairs mostly curled and they 
are to have the Sikhapasa and the Veni. 

Ablura women 

60. The Ablura women are to have two Venis on their head 
which should be covered with a [piece of] deep blue cloth. 

Women of the North East 

61. The women of the North East are to hold up their 
Sikhandas, and in dressing themselves they cover the body up 
to their hah’. 

Women of the South 

62. The women of the South are to have Uilekhya with 
Kumbhipadaka, and Avarta on the forehead 

6.3. Thus, dresses, ornaments, and hair-cutting etc. should 
be regulated for the remaining characters according to their habita¬ 
tion and birth. 

Ornaments to be. worn in the right place 

64. An ornament not put on in its proper place will create 

57 (C.6'2; K.XXI.40a, 46). 1 Read divyangana ca. 

58 (C.63; K.XXI.47, 40a). 

59 (C.64; K.XXI.48). 1 Probably the district of Malda and neigh¬ 

bouring regions in modern Bengal. 

60 (C.65; K.XXI.49). 61 (0.66; K.XXI.50). 

62 (0.67; K.XXi.51). 1 Uilekhya is probably connected with 

Bengali ulki (tatto). 

3 Possibly a special kind of tatto. * * 3 Some kind ol circular mark. 

63 (C.68b-69a; K.XXI.52). 1 K. omits 62a C. adds one hemistich 
(C. 68a) before 62, which in trails, is follows : Courtezans are to have 
the decoration [of the body] according to their choice. 

64 (C.69b-7 0a; K.XX1.53). 
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no beauty ; for by wearing a MekWtt (girdle) on the breast 

one will create laughter. 

Drosses to suit the couditiou of females 

05. Similarly, the condition of females whose lover has gone 
abroad and who are afflicted with misery are to not to have a clean 
dress, and they are to wear their hair as a single \em ot the head. 

60. The dresses of women who are separated from their 
lovers, should be white and they are not to weai many ornaments 
and not to cleanse their body 1 . 

67. Such should be [the dresses] of women according to their 
habitation and the condition [of existence]. Now 1 hall 1 

about the proper dresses of men. 

Painting the limbs 

68. But in their (i.e. men’s) rase the producers of plays 
should first of all paint the limbs, and then Costumes according 
to their habitation should be provided. 

The four original colours 

69. The four original (lit. natural) colours are black, > ue, 
yellow and red ; the limbs should be painted with these. 

The derivative colours 

70. There are besides these, the primary and the secondary 
derivative colours. I shall speak about the ways* in whici 
producers are to make them. 

The primary derivative colours 

71. The yellowish white (/*9*0 odour is made up ot the 
white and the yellow 1 , and the pegion {kapok) colour, of the w n e 
and the blue 2 . 

72. The lotus {padma) colour is made up ot the w nte am 
the red, and the green (harit) colour, of th e yellow and the blue. 

65 (C.70b-71a, K*XXI.54)« /t^y 

66 (C.71b-72a, K.XXI.55). ' navdfii htnrta («*/«)>***» 

67 (C.72b-73a, K.XX1S6). 1 Vem demamudbhavo 

68 (C.73, K.XXI.57). 1 C. omits 68b. 

69 (K.XXI.58). 1 C. omits this passage. 

70 (\C vyi 59) 1 C. omits tiiia passage. 

,0 (K.XAl.oy;. * C. omits. 71 b. 

71 (C.74a, K.XXI.6Qa, 6la). V. *da loi pi- a 

72 (C.74-75a, K.XX1.60b-«ib). 


<§L 
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73, The dark red (kdsaya) colour is made up of the blue and 
the red, and the pale-red (gaum) colour, of the red and the yellow. 



74. These are the primary derivative colours. Besides these 
there are [many] secondary derivative colours which may be made 
up of three or four [original] colours. 


The secondary derivative colours 


75. Of these, the strong colour should form one part and 
the weak colour two parts ; but the blue colour should be taken as 
directed below. 

70 The blue should form only one part while the other 
colours will form three parts, for the blue is known to be the 
strongest of colours. 

77. Knowing these rules of colours which are to be pre¬ 
pared by mixing them variously 1 , one should paint the body of 
different characters. 

78. The painted body together with the change of the 
Costume is to„ be considered as due to the convention ( uatya - 
' lharma ) affecting the dramatis personae 1 . 

79-80. Just as [the soul of] a man on entering the body 
of another being, renounces his own nature connected with a 
different body and assumes another character 1 , so a person having 
(lit. covered with) [a different] colour and Costume adopts the 
behaviour connected with the clothes he will wear. 


Living beings 

81. As they have breath, the gods, the Danavas, the 
Gandharvas, the Yaksas, the Raksasas and the Pannagas (Magas) 
are called living beings (pranin) 1 . 


73 (C.75b-70a, K.XXI.62). 

74 (C.76b-77a, K.XXI.63). 

75 (C.77b-78a, K.XXI.64). 76 (0.78b-79a, K.XXI.65). 

77 (C.79b-80a, K.XXI.66). 1 nanasamyoga(G) for nthnasamyoga{K). 

78 (C.80b-8la, K.XXI.67). 1 C. reads atter this an additional 
couplet* 

79-80 (C.82b-83a, K.XXI.65). 1 Read parabhamm for parabkavam. 

81 (C.84b-85a, K.XX1.70). 1 C. reads an additional couplet after 

this. 
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Lifeless objects 

82. Hills, palaces, mechanical contrivances (yantra), shields, 

• • __ _ «./-v Imrvn'n ic 


armours, banner-staffs and the various weapons aio 
lifeless objects {apranin) 1 . 

Lifeless objects iu human form 

83. But whenever necessary (lit. due to a reason) they may 
assume a human form with [suitable] dress and speech accoiding t 
the dramatic convention (ncttya-ad karma). 

Painting the limbs 

84. After learning tl.e rale of making colours one should 

paint tho limbs [of the imvmth in keeping w,th then- 

habitation, birth and age. 

Colours for gods 

85. Gods as well as fhe Yaksas and the Apsarasas should 

bo pointed reddish yellow (!/«»'«). »"<' Rudra, A.U (t v , nn 
Drnhina (Bral.man) and Skanda are to hove the colour of gold. 

86. Soma (the Moon), Brhaspati. Sukra, Varuna and the 
stars, the oeean, the Himalaya, and Gaigtt (the Ganges) are to he 
made white in colour. 

87. Angtiraka [Mangalo*Mars] should be painted red ami 
Budha and HntMana (Agni) yellow and Narayaia and Nora as 
well as Vasuki should be dark blue (i syama ). 

Colour for demi-gods 

88. The Daityas, tho Danavas, the Rak,asas. the Gnhyakas. 
the Pi«cas, gods of hills, and tho sky are dark blue m colour. 

89. The Yaksas, the Gandharvae, the Blnttts, the Pannaga. 
(Nggas), the Vidytdboraa, the Fit* and the monkeyc ore of 

various colours. 


82 (C.86b-87ii: K.XXI-71). 

83 (C.87b-88a; K.XXI-72). 

85 (C.89b-93a; K. XX 1*74)- 
tdrah sadrufwjah (C.)- 

86 (C.90b-91a; K.XXI.75). 

88 (C.92b-98a; K-XXI77). 

89 (C.93b-64u; Kf.XXI.78). 


‘ Read Ssuifw* 

84 (C.88b-89a, K XXI.73). 
t •Rc.kI rudtarkadruhina (K.) for 

87 (C.9lb-92n, K.XX1.76). 

i presiding deity of bills (Ag ). 

90 (C.94b-95a, K.XX1 79). 
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Colours for human beings in different regions 

DO. Human beings who dwell on f lie Seven Continents 
(miitardnipa) are to be painted in the colour of burnished gold. 

91. But among the inhabitants of Jambudvipa where men 
of various colours live, every one except those who dwell in the 
North Kuru region should he given the colour of gold. 

92. People of Bhadrasva 1 should have the white colour of 
their body, and so should these of Ketumala. But those of other 
Continents should be made reddish yellow (gaura) in colour. 

Colours for Bhlitas and dwarfs 

93. Bhutas and the dwarfs are known to he of various 
colours. They possess odd faces and may have faces of boars, 
rams, buffaloes and deer as well 1 . 

Colours of different peoples of Bharata-varsa 

94. Listen now about the different colours of the people 
of Bharatavarsa. Kings there should he of lotus colour, or dark 
blue or reddish yellow [in complexion]. 

95-90. And the happy mortals there are to be made of the 
reddish yellow ( ganra ;) colour. Those who practice vile acts, are 
possessed of evil spirits, diseased or engaged in penance and do not 
perform sacrifices ( yajna) and are of inferior birth, should be made 
brown ( a-sita , lit. not fair). And the sages should always be given 
the colour of plum (radara). And such should be the colour of 
sages observing penance ( tapas ). 

97. But out of any necessity and not according to one’s 
pleasure, colours of persons may lie varied according to the habita¬ 
tion, birth and age. 

98. An expert in [dramatic] production should paint persons 
after knowing their, place [of action] and time of action, birth and 

the region of the earth they dwell in. 

91 (C.95b-96a; K.XXI.80). 

92 (C. 96l> 97a ; K.XXI.81). 1 Read lihadnmvafy. 

93 (C.97b-98a ;K.XXI.82). ' K. reads this differently. 

94 (C.98b-99a; K.XXI.88). 1 padmavarn.ah for fiaucavarnah. 

95-96 (G.99b; K.XXI.84-8<iii). 1 C- omits 95b-96. 

97 (C.100; K,.XXI.86-87n). 98 (C.101; KXX1.87b-88n). 
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Colours of different tribes 

99. K*.‘, Barbarians * * 3 (tartan.), Andhras 3 , D»«^ 

Ivasis 5 * 7 8 , Kosalas 3 , PnlindsP an,l the mhab.tants of the So^ 
(dUcmiahjaY art mostly known to be blown ( 

white). , TT , i-i 

100 fete* Yavnnas*, Pahravas (Palhavas) 3 and M ahlikas 

(Bahlikas) 4 who dwell in the North shonhl bo made almost 
reddish yellow (guava). 


OQ , r , 1n „ ir XXI 88b-89a). 1 Colours mentioned in tins and t 

99 (0.102, K.XXI 8 ^ alloted a special colour 

following passages probably show t i ' , nrtt actually of the colour 

arc approximately of the same complexion . ^ infomatlon about 

mentioned. These passages BCPm . 0 J,.‘ p Aryan people including 
some ethnological features of anercot complelio n. 

the Drnvidi.ua (Andhras and Dramdas) «re _ ^ ^ 

Tho separate mention of the bout.imn^^^ ^ ftc jjjj, ond 
(Dravidas) taken along w.th ^ tMord , lh6 tradition of their 

Kosalas, seem to show that tl;j hm tribe probably living in the 
once living in the North. Kirat* <■ ^ 

Himalayan region ; soo Mbh. XII. 207,*"• . ( rajrely in Skt. 

« Barbara-Some nonc-Arynn tr bo mention , 

literature (Mbh. XII. 207. 43). Thr. may be a synonym 

taint kingdom of and 

the city of that name was known- kingdom of Result. • 

oKosal^hst^ogvvmg^^ to ^ VindUy , 

7 Puhnda—An aboiigm-» 32 - also 1’anha 1.1. aad Ntiy.i 1- T 

region. See Malluuttha on 1 ^ ^ tribcs Hying in the South. 

8 They may bo members oi 1 i 6 ^ a —Hoards of nomadic tribes 

100 (O.103; K.XXI.19b-90a). ia about 200 

from Central Asia who descended on the 

B.C. ; mentioned in Manu 10> 44. Anoka’s edicts. They 

■ Yavana Probably the mm - 

seem to have beeu Perso-Groe vs .mt parthians who annexed 

« Pahrava 

the Western Punjab in about U> ^ region known as Balkh. 

< Vildika (B.ihUka)-Inlmb‘“ Jt - QJ I 

• *- «* r,?rJr-ts.tL. in * 

tribes mentioned here cam 

54 
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101. Pauculas 1 , $urasenas 2 , Udliras 3 , Magadhas 4 , Angas 5 6 , 
Vangas 0 and Kalingas 7 should be made dark or deep blue (syama) 
in complexion. 

Colours of differ™ castes 

102. Brahmins and Ksatriyas should be always made red 
(or reddish yellow) 1 and Vaisyas and Sudras dark or deep blue 
(syama) in complexion 2 . 

Rules for the beard 
» 

103. After painting the face and other limbs one should 
provide beards to persons after considering their habitation, activity 
and age. 

104. The beard according to the change of States of persons 
should be of four kinds : shaven (swhlha) L , black (syama)* smartly 
done ( vicitra ) 3 and bushy (romasa, lit. hairy) 4 . 


THE NATYASASTRA 
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<SL 


101 (C.104; K.XXL 90b-91a). 1 Paficala tribe is well-known in Mbh. 

2 Surasena—The tribe which once settled around Mathura. It 
gave its name to the principal Pkh of the Indian drama (SaurasenI)* 

3 Udhra (Udra)—The name of a tribe after which the modern 
Orissa (Odrivisaya) has been named. Sec Mann. 10; 44. 

4 Magadha—The tribe after which the ancient country of Magadlia 
was named. 

5 Anga—The tribe after which the ancient country of Anga was 
named. 

6 Vahga—The tribe after which the ancient Vahga (South-East 
Bengal) was named. 

102 (C.105; K.XXI 91b-92a). 1 Red (rakta, C) or reddish yellow 

colour (gaura, K) assigned to Brahmins and Ksatriyas probably show that 
at one time when the various theatrical conventions cystalised, these two 
sections of the society still retained their original Indo-Iranian physical 
features one of which v r as certainly the colour of their skin. The dark 
colour of the Vaisyas and Sudras similarly shows in all likelihood that 
these were not Aryans or Aryans of the pure type. 2 See note 1 above* 

103 (C. 106; K.XXL92b-93a). 

104 (O.107; KXXI.93b-94a). 1 Suddka {fakla, 0.)~clean-slmven, 
ksurena sarvada vasitam, always treated with razor (Ag.). 

3 Syima —ordinarily black in colour ; but see above. 

3 Vicitra — cut or done in special fashion. Ag* (p*433) on this point 

says: ^ The 

reading though evidently corrupt seems to give the meaning suggested. 

4 Romw&ct —bushy, rouia^atti iti y (it hotpcninav? (Ag. lx*), bushy 
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105. The beards of religions mendicants (lihgin) 1 ministers, 
priests and persons who are indifferent to sensual pleasure 2 or 
have consecrated themselves for any litual should be mace 
[clean] shaven. 

10G-107. The beards of celestial males such as the Siddhas 1 
and the Vklyadharas 2 , kings, princes, officers of the king and 
persons who are foppish and proud of tlieii \ out i , s iou. 
made smartly done (victim) by the producere of plays. 

108. The beard of persons who could not fulfil their pro¬ 
mises, are sorry and miserable Q$ that account oi have een 

with any calamity, should be made black (bi/ama). 

109. The beard of sages, ascetics and persons observing 
a long-standing vow, and of those who are bent on revenge 

be made bushy (romasa). 

Rules for different Costumes 

110. Thus the beard should be nude ol different kinds, 

shall now speak of costumes suited to diffeitnt occi . t 

111 Drapery suited to different ways of painting limbs 
maybe of manj kinds ; but generally it is of three vaneUes . 
white, red and variegated ( victim ) 2 . 

. ar,* „a,.,rullv grow'. The last three etasos <k not 

t fa^r swtftmr m (Ag. p.433-434). 

2 Madhyastha—^^ m dug is that they shave 

2 It is even now the custom among ^ - al kind of 

themselves clean before consecrating themselves for som 

daiva and paitra rites. t dem i go de. Sec Kumar a. 

106-107 (C.109-110^^ v , u , 4* 24. 

108 (0.111; K.XXI 95). l0 rCftdH 109b Momrar * 

109 (0.112; K.XXL 98 b ' 99 j roQ „ See above 106 where Siddlias 

xtarafinfofl which scorns tc> * shaven. 

and Yidyadharae have been tak«5Si 

110 (0.113; K,.99b-100ft). ■ £, omits this- 

111(0.116). t See above 85B. 







428 


THE N AT Y AS ASTRA 


[ XXIII. 112. 


112. Costumes are of three kinds : white, variegated and 
soiled ( malina). I shall now explain their difference according 
to their use by producers. 

113-114. In going to the temple of gods, observing some 
auspicious ri f e or a vow or at the conjunction of some Tithis 
and stars (naksatm) or at the time of marriage 1 or any other sacra¬ 
mental rite, men and women should have white costumes and the 
same is the rule for a trader (prapanika) 2 . 

115. Costumes of gods, the Danavas, the Yaksas, the 
Gandharvas, the Nagas, the Raksasas, kings, and people of 
foppish nature 1 should be variegated (citra = vicitra). 

116-117. Costumes of Kaucukins (armour-bearer), ministers, 
leaders of army, priests, the Siddhas, the Vidyadharas, merchants, 
adepts in Sastras, Brahmins. Ksatriyas, Vailyas and kings’ 
officers ( sthaniya ) 1 should be made white in a dramatic production. 

118. Costumes of lunatics, intoxicated persons, wayfarers 
and persons struck with calamity should be made soiled (malina). 1 

119. Costumes and decorations of the sages, the Jain 
(Nirgrantha) and the Buddhist (Sakya) monks, the Tridandis 1 and 
Brahmins well-versed in the Yedas (srotriya) should be made 
according to their respective sectarian rules. 

120. Costumes of the wandering ascetics (pari era ]), great 
sages and other ascetics should be made, whenever necessary, with 
dark red (kasaya) cloth 1 . 

112 (C.116; K.XXI. lOOb-lOla). 

113-114(0.117-118; K.XXI. 101b-102a). 1 K. omits. 113. Ag. 

(p.434) explain suddha as 

* Prapanika (C. prapatnika, K. prayat°,pmy it° ) hoc Hugh- IV. 11. 

115 (C.119; K.102b-103a). 1 Emend karka'sa into kamuka . 

116-117 (0.120-121; K.103b-105a). 1 They wore possibly inferior in 

rank to pradcsikas of A6oka. See B.M. Barua, Inscriptions of Asoka Pt. II. 
Calcutta, 1943, p.242. 118 (0.122; K.XXI 105b-106a). 1 K. reads 

after this three more hemistichs (106b-107) 

119 (0.123; K.XXI.108). 1 A sannyasin who carries three staves 

tied together and has control over his mind, speech and body. See Mauu 
12, 10. (lief. Apte). Eor tridanili-irotriijesu, K. reads yaiipii&upatem 
(members of the Pasupatu sect.). 120 (C.124). 1 K. omits this. 
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121- 122. To the Pa^upatas should be given a veriegated 
dress, and costumes ot persons ot high family should he made 
according to their position. Besides this the ascetics are sometimes 
to have the bark of trees and the [animal] skm as their clothing. 

122- 123. To persons engaged in guarding die li.ium 
should be given armour and clothes of dark red (lrma,j a ) colour. 
The same should be the dresses of females when they attain special 

conditions. 


124. Costumes of the warriors should Ihe suitable for 
lighting a battle, and they are to be provided will, brilliant 

weapons, armours, quivers 1 and hows 

12b Kings should always bo made to have a many- 

i i i but when due to ominous appearance ot any star 
coloured dress, but wtien aue ... 

(nahsatrotvatay they are engaged in any propitiatory 

costumes should be white. . 

r-0. Thus should be made the dresses o persons lib 

types men and w0 “ Cn ) birth and other conditions 

inferior classes according to the . ^ 

(lit. qualities). . , 

1-7 These are the rules of costumes in a dramatic produc¬ 
tion according as persons attain diAorent conditions, and prana, 

good or bad deeds. 

Use of masks 

128 . Similarly different masks {pratisira) 1 «n> to be used 
for gods and men according to their hab.taUou, birth mu. '.e_ 


121-122 (C-125, 127a; K-XXI- 110b, 109). 

1224231 

124 (0.128; K.XXI lllb- 112 a;. »_/„ 434 ) 


125(0.129; KXXI112b-liaa). 

126 (C.130; K.XXIdl3b-114a). 

127 (0.131; K.XXI.U4b-U5a). 
128(0.132; K.XXI.ll5b-lI6a). 

« *1 j 1 f ll ll 


1 pi ? t, /itKtisisao—SV'X- praUsirsaka 

1 . I n 1 


128(0.132; whefcUoi mns ks are to be 

(Karp I.). It is not lau .Imractors. bor a discussion on tins 

used in all types of plays and for aIlcl ‘ 

see the InU’ocluction. 


<sl 
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Three kinds of crown 



129. [In the masks] crowns for the gods and kings are 
of three k ; nds : Parsvagata (= Parsvamauli), Mastald and Kiriti. 1 

130. For the gods [in general], the Gandharvas, the Yaksas, 
the Pannagas (Nagas) and the Raksasas the crowns of the Parsva- 
mauli (Parsvagata) type have been prescribed 1 . 

131. And the Kiriti crown has been prescribed for the 
superior gods, and the middling gods are to have crown of the 
Mauli ( = Mastakl ?) type, while the common (lit. inferior) gods are 
to h ive crowns of the Parsvamauli 1 type. 

132- 133. The kings should be given crowns of the Mastaki 
type. While the Vidyadharas, the Siddhas and Cavanas 1 should be 
provided with crowns made up of locks of hairs (Icesa-mukuta). 

133- 134. The masks of ministers, Kahcukins (armour 
bearer), leaders of the merchants’ guild, and priests should be 
furnished with turbans 1 . 

134- 135. And the masks of the army-leaders (seimpati) 
and the crown-prince should be combined with a small crown 
(ardha-mukuia, lit- half-crown). 

135 130. As for the rest [of persons] the head [in the 
mask] should be treated in dramatic production in relation to their 
habitation, birth and age. 

130-137. The heads of boys should be adorned with the 
Sikhanda 1 and that of the sages should have a crown of matted 
hair (jata-muhata). 


129 (C.l33a; I\..XXJ.ll6b-ll7a). 1 C. omits 129b. 

130 (K.XXI. 117b-118a). 1 C. omits 130. 

131 (C.133b; K.XXI. 118b'119a). 1 C . sirsawauli 

132- 133 (C.134, 135a, 138; K.XXI.119b-l20). 1 K. mnamnatn. 
Carauas are demigods who sing the praise of superior gods. C. reads 
after this live more hemistichs. 

133- 134 (C.138b-I39a; K.Iv.XXI.123). ’ Read vedita-baddha- 

paUhniX C. vedanam baddha-palLadi. K. zmtita-baddha-baddhani). 

134- 135 (O.l39b-I40; K.XXI, 122). 

135- 196 (C.141; K.XXI.] 27). 

146-137 (C.14‘2; K.XXI.125). 1 Read si rah s ikfiaaija-b/iiisihwi 






137-138. The masks of the Raksasas, the Danavas and the 
Yaksas 1 should be furnished with brown hairs and twany beards. 


138- 139. The masks of the Pisiicas, lunatics, the Bhutas, 
spiritual aspirants, ascetics and those who have not yet fulfilled 
their vows should have long hairs. 

Rules of different hairs 

139- 141. The head [in the mask] of the Buddhists monks 
(sakya), experts in Yedic studies ( srotriya ), the Jain monks (Nir- 
grantha), wandering ascetics and those who have consecrated them¬ 
selves for a ceremony should be shaven clean. And according to 
their [respective] sectarian doctrine ( rrtta ) the remaining ascetics 
should have their heads shaven or should have curling hairs or long 
hairs loosely hanging down. 

141- 142. Married women, officers of the king and men of 
foppish nature should have on their head curling hairs. 

142- 143. The menials should have three Sikhas on their 
head or will have the head clean shaven. And the Jester should 
have a bald head or head with the Kakapada (lit. crow’s foot) 1 . 

143- 144. Thus after carefully distinguishing these [persons] 
in different ways, their conditions and nature should be represented 
by means of ornaments, different costumes and garlands, 
for giving rise to [proper] Sentiments at the time of production 
[of a play]. 

145. After men and women have been treated like this (lit. 
made to attain these treatments), their limbs will have to be painted 
to suit their different roles. 


(K. tiros tnsikha-bhTtsitam; C. na sikhantja 0 ). Sikhatida means looks 
of hair left on the sides of the head. These are three or five in case of the 
Ksalriyas (vide Apte s.v.) 

137- 138 (C.143; K.XXI.121). 1 Read rakso-ddnava-yaksmum (C. 
°diiuava~dailydndm > K. devaddnava 0 ). 

138- 139 (0.144; K.XX1.124). 

139- 141 (C.145-146). 141-142 (0.147). 

142- 143 (C.148; K.XX1.126). 1 For kdka.pada see Apte sw. 

143- 144 (0.149j 150a). 145 (C,150b-151a). 
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The Safijlva 

146. Now I shall speak of the characteristics of what is 
known as Safijiva( = living object). The entrance of animals [in 
the stage] is called Sanjiva 1 . 

147- 148. The animals may be fourfooted, two-footed and 
with no foot (apada). Of these, serpents are without foot, birds and 
men are two-footed, and different animals in the forest or human 
settlements are known to be fourfooted. 

. Use of weapons 

148- 149. In fight, angry conflict (sampheta) or siege in a 
pi \y they (people) are to be furnished with different weapons. 

149- 150. Weapons and armours should be proportionate 
to the stature of men. I shall now describe them together with 
the rules for their measurement. 

150- 151. The Bhindi should measure twelve Tfilas, the 
Kunta (javelin) ten and the Sataghni, the h'ula (spike), the 
Tomara and the Sakti eight 1 . 

151- 152. The bow should measure eight Talas and its 
width should be two cubits. Arrows, mace and the Vajra should 
be four Talas long. 

152- 158. The sword should measure forty Angulis and the 
disc ( cnlcra ) twelve and the Prasa the latter’s half. 


146 (C .151b-152a; K.XXI.l28). 1 This seems to show clearly 

that sometimes living animals were brought on the stage. This was 
however not the the general rule. See NS. XIII. 106-107. 

147- 148 (C.152b-153 ; K.XXI.l29-130a). 

148- 149 (C.154; K. 130b-l 31a). 1 Eie means the different types of 
characters mentioned before. 

- On this point Ag. (p.434) says : snsmjn’ifften' ?fn I 

^ nqfaifn 3ferret 

149- 150 (C.155; K.XXI.l31b-l32a). 

150- 151 (0.156; K.XXI.132b-l 33a). T For the measurement of 
Tala see NS. IIX. 21 note. 

151- 152 (0.157; K.XXI.l33b-l34a). 

152- 153 (0.158; K»XXI.l34b-I35a). 
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153-154. The Pattisa will measure like the Prasa, and the 
roc! (danda) should measure twenty Angulis while the Kampana 
(Ivanapa) will be of the same measure. 

154*155. The shield (carma) should be sixteen Angulis in 
width and two cubits in length, and it should have Valyas (hairs ?) 
and bells attached to it. The Khetaka (rider’s shield) should be 
thirty angulis in width [and two cubits in length] 1 . 


Use of other objects 


156-157. The Jarjara 1 , the Dandakastha 2 , masks, um¬ 
brellas, chowris, banner-staffs, and water-jars (bhrhgara) 3 and 
every other thing that men make use of, are [also] to be utilised 
in the production of a play. 

158. The characteristics of all these have been mentioned 
by those to whose sphere they belong. Now I shall speak of the 
characteristics of the Jarjara and the Dandakastha 1 . 

Indra’s Banner-staff 

159. Trees planted under the Pusya asterism, on the 
white soil have been made eligible for Indra’s banner-staff by 
ViSvakarman 1 . 

The Jarjara 

160. Some of these trees should be [fashioned into] the 
Jarjara by a carpenter. The branch of a tree may also be 
[fashioned into] the Jarjara 1 . 

161. But the bamboo will be most suitable [for this 
kind of work] and its length should bo one hundred and. eight 
Angulis (4£ cubit). 


153- 154 (C.159; K.XXI.135b-l36a). 

154- 155 (C.160; K.XXI.136b). 1 K. omits 154b. 

156-157 (C.1.6lb-I63a ; K.XXI.l37b-189a). 1 See NS. III. 73ff. 

2 See NS. I. 58-61 note 2. s See NS. I. 58-61. 

158 (C,163b-164u; K.XXI.l39b). 1 Emend dantakhdha into danda- 



159 (C.164b-I65a; K.XXl.14'2). 1 fawwt 
(Ag. p.434). 

160 (C.165b-166a ; K.XXI.140b-l 41a). 1 See above 157-157 note 1. 

161 (C.l66b-167a; KXXI.Ulb, 143a), 

55 
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162. It should have five- sections and four joints. But its 
joints should not be very prominent (lit, thick), and it should not 
have any branch and should not be worm-eaten. 

163-164. One should select (lit. take) as the Jarjara a piece 
of bamboo which is not worm-eaten or inferior to any other piece, 
after smearing it with honey and ghee and worshipping it 
regularly with garlands and incense. 


164-165. The ceremonies and their order 1 which have been 
prescribed for [the consecration of] Indra’s banner-staff should be 
observed also in case of the holy bamboo for converting it into 
the Jarjara. 


165- 166. It may have long and short sections ( paroa ). 
And if after each of these sections a ring [appears] it is called the 
holy bamboo 1 . 

166- 167. This is the rule in connexion with the characteris¬ 
tics of the Jarjara. I shall hereafter speak of that of the 

Dandakastha. 

• • • • 

The Dandakastha 

167- 168. The Dandakastha 1 ’should always be made of the 
Bilva or the Kapittlia tree or the bamboo. It should be curved 2 
and have three bents and should have [good] characteristics. 

168- 169. That which is neither worm-eaten nor diseased 
and has small (lit. poor) branches, is called the Dandakastha. 

169- 170. He who will get fashioned the Jarjara and the 
Dandakastha devoid of the said characteristics, will certainly 
sustain a great loss. 

162 (C.167bT68ti; EXXI.l43b-144a). 


163- 164 (C.l68b-169; K.XXI.144b-l45). 

164- 165 (C.170; Jv.XXI.146). 1 See M III. 73 - 751 T. 

165- 166 (C171; K.XXI.147). 1 The reading of K. is corrupt. 

166- 167 (C.172; EXXI. 148). 

167 - 168 (C.173; EXXI.149). 1 See NiJ. I. 58-61 note 2. 

2 Vakram, K. 


168 16.) (0.174,1C.XXJ.150), 1 Umdc&akham, E mandasalain> C. 
169-170 (C.175;K.XXU51), 
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The making of masks 


170- 171 Similarly one should prepare the Pati of the 
masks which will have their special measurements or will measure 
thirtytwo Ahgulis 1 . 

171- 173. The Pati should be made by using the Bilva- 
paste on cloth. Masks should be made with ashes or husks 
of paddy being mixed up with the Bilva-paste or some watery 
form of it, after covering these with cloth smeared with the thick 
Bilva-paste 1 . 

173-17-4. The Pati made out of cloth smeared with the 
Bilva-paste should neither be made too thick nor too thin and 
neither should it be made too soft. 


. 174-175. After getting it (the Pati) dried up by lire or the 
sun one should pierce holes in it according to the rule, by means of 
a sharp instrument, and these holes should be made after dividing 
it into two [equal] halves. 

17G. In the Pati so prepared an opening six Ahgulis long 
and an Anguli wide should be made in the form of the fore¬ 
head, and it should have [two] angles [at the two end]. 

177. Then [a pair of] openings two Ahgulis long and one 
and a half a Ahguli 1 wide should be made lor the cheeks, and alter 
[this has been done for] the cheeks [another opening] three 
Ahgulis more [in length] are be made for the ears. 

178. The opening for the ear being three Ahgulis 1 long 
the same should be the length for the opening of the mouth, 


170- 171 (C.176; ICXXL159). 1 We follow C. Ag. seems to read 

** rsa{yi \bhagart-ham for sirsavidkanarthatn and he explains it as 

fisftw fafam sanfi? i sfer q* nqi#, 

qq «liW: (p. 435). 

171- 173 (0*177-178); K;XXI. 153-154). 1 This passage seems to be 

corrupt. The trans. is tentative. 

173- 174 (C.179; K.XXI.155). 

174- 175 (C.180-181a; K.XXI.156-157a). 

176 (C.18lb-182a; K.XXM57b-158a). 

177 (C.182b-183aj K.XX1.158b-l59a). 1 Read adhyardham. 

178 (C.183b-184a; K.XX1.150b-160a). 1 Iryahgulamfc. angulam, K. 
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and the symmetrical neck ( avafn ) 2 should be made twelve 
Ahgulis long. 


179-180. So much about the rules for the cutting openings 
in the Patl for the mask. Various forms of crowns set with 
different kinds of jewels are to be set on them. 


Other accessories 

180- 181. And at the production of a play (lit. here) one 
should use differently in relation to dramatis personae many kinds 
of accessories ( upakaram ) demanded by the art of theatre- 

181- 182. Now, all the manufactures or crafts that are 
eXeeutod in this world including moving and immobile objects, 
are to be known as the accessories in [a performance]. 

182- 183. [And to obtain them] one is to go to persons 
on whose special knowledge (lit. in whom) they depend. For 
[obtaining] such accessories in a dramatic production men have 
no other means. 


183- 184. The measurement and description of an object 
depend on a person who is [professionally] to make it or to devise 
it through his [special] art. 

184- 185. Large objects which require much iron are not 
favoured by us on the stage ; for their heaviness creates fatigue 
[in actors]. 


185- 186. Imitation of any object which exists in this 
world full '4 living beings, in different varieties may be included in 
the accessories [to be used] in the performance of a drama. 

186- 187. But palaces, houses and vehicles though these are 
aceessoiies [foi the peiformance] cannot be produced for the stage 
realistically (lit. in due manner). 


2 Tatascawavatuk for tat as ca vavatuh, C. talas ca myau, K. 
179-180 (C.l84b-185; IC.XXI.l60b-l6l). ' 

L30-121 (C.186; IC.XXl.l62). 181-182 (0*187; KXXI.163). 

182-183 (C.188; K.XXI164). 183-184 (C.189; K.XXI.165). 

184-185 (0-190; K.XXI. 166.\ 185-186 (0.191; K.XXI167). 

186-187 (C.192; K.XXI.168). 187-188 (C.193; K.XXI.169). 
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The realistic and conventional objects 


187-188. Some accessories [however] will be realistic 
(<lokadharml ), while others will be conventional (natyadharml). Any 
thing following its natural form is called realistic while any 
deviation from the same will be known as conventional. 


188- 189. Accessories for use on the stage should not be 
made with stone as well as iron and other metals, for these due 
to their heaviness will create fatigue [in actors]. 

189- 190. Light objects should be made with lac, wood, 
leather, cloth, leaves [of trees] and sliced bamboo, for their use as 
accessories in a dramatic production. 

190- 192. Skeleton frames of armours, shields, banner-staffs, 
hills, palaces, gods, caves* horses, elephants, aerial cars, and houses 
should first be made with pieces of sliced bamboo and then by 
covering such frames with painted cloth, likenesses of such objects 
are to be produced. 

192-193. But if it is not found possible to use cloth suitably 
for this purpose then palm-products 1 and mats ( kihnjn ) a may 
also be used instead- 

103-191. Similarly weapons are to be made with grass and 
pieces of sliced bamboo, and with lac and Bhenda (Bh&nda) 1 
other objects should be represented. 

194- 195. Imitation legs, heads and skin should be made 
with grass, mat and Bhenda (Bhanda). 

195- 100. Various articles should [thus] be made with earth 
m imitation of their proper forms. 

196- 197. Various hills and shields, armours, banner-staffs 


188-189 (C.104; K.XX1.170). . 189-190 (C 195; K.XXI.171). 

190-192 (K.XXI.172-173, 

192-193 (C.196; K.XXI.174). 1 Tatiyair Hi talapatraih (Ag. 
■M8S). 2 Read kilihjair for kilajair. 

198-194(0.197; K.XXI.175). 1 Bhenrla K, bhanda O. (fei) 

; (Ag. p. 435). 

194-195 ( C.198; KXXJ.176). 

196-197 (C-200; JLK.XXI.178a). 


195-196 (0.199; K.XXI.177). 
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are to be made with 
sheets of mica. 


[ 


XXIII. 


1 


Bhenda (Bhanda), cloth, bees-wax, lac and 


197- 108. And fruits and flowers growing in various 
region-' and the various vessels should be made with lac. 

Making of ornaments 

198- 200. Ornaments should be made with Bhenda 
(Bhanda), cloth, bees-wax thin copper sheets and mica sheets of 
blue as well as other colours, and their basis should be polished 
copper (sheets). 

200- 201. 1 lie different kinds of crowns of which I spoke 

"Wore, should be made dazzling with pieces of mica [set on them], 
so that they may shine like jewels. 

• 

201- 202. In cases^of [all] these objects instructions given 
in the Sastras [for their making] have not been mentioned. Here 
one must act according to the directions of the Acarya and be 
guided by relevant reasoning. 

202- 20o. Ibis is the rule of action regarding the future 
mortals, (that should be adopted in dramatic production). Because 
want of sufficient strength will occur in men [of the future 
generation]. 

20.O-204. Mortals of poor strength should not make any 
[undue] physical exertion, and hence it is not desirable that their 
crowns or ornaments should be made with gold and jewels. 

204-205. lor in battle, personal combat, dance and casting 
glances a persons burdened with heavy weight will feel fatigue 
and may even faint. 

A)5 -00. When the actor is overcome with pain or fatigue 
01 P® 1 f 01 fiance is spoilt. One may even endan¬ 

ger his life by making movements with difficulty under such 
conditions. 


197- 198 (C.201; Of. K.XXI.1781 

198- 200 CC.202-203; K. XXI179- 
201-202 (0.204; K.XXI.182) 
203-204 (C.277; Iv.XXI.IS 4 ) 
205-206 (C.209; K.XXJ.185-I86) 


200-201 (C.204; K.XXI.181). 
202-203 (C.296; K.XXI.183). 
204-205 (0.208; K.XXI.185a). 
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206-207. Hence ornaments are to ba made with thin sheets 
of copper, coloured sheets of mica, Bhenda (Blianda) and bees-wax 1 . 


207-208 Thus by following the popular practice or 
exercising one’s own discretion one is to make properly theatrical 
accessories. 


Use of weapons on the stage 

208-209. No missile should be released on the stage and 
no weapon should pierce or strike anyone. They should simply 
touch a spot, and the weapons are to be used only to make a 
gesture [of an attack] 1 . 


209- 210. One should release missiles on the stage with 
skill or with skill and cleverness [so that they do not hurt]. 1 

210- 211. Any [relevant] instruction which I may have 
omitted regarding the present topic, is to he gathered from the 
popular usage (lit. people). This is all about the Extraneous 
Representation that I was to tell you. I shall hereafter speak 
of the Basic Representation on the stage (samanyayahhinaya). 


Here ends chapter XXIII of Bharata’s Natyasastra, 
which treats of the Extraneous Representation. 


206- 207 (C.210a 2lla; K.XXI.l86b-l87a). 1 We follow K. 

207- 208 (C.21 lb-212a; K XXI.l87b-l88a). 

208- 209 (C.112b-213a ; KXXII.189b-189a). 1 We follow K. 

209- 210 (C.213b-214a; K.XXLl89b-190a). 1 C. reads additional 
hemistich after this. 


210-211 (C.214C-215; Iv.XXI 190b-191). 






CHAPTER TWENTYF OUR. 

THE BASIC REPRESENTATION 
Importance of Temperament 

1. The Basic Representation (samanybhinaya) 1 is known 
to depend on the Words, Gestures and Temperament (sattm). 
[Among these] one should take special care about Temperament , 2 
for the dramatic production has this as its basis. 

2 . The Histrionic Representation with an exuberant Tem¬ 
pt, ament ( sattvatirkta) is superior, the one with the level Tempera¬ 
ment (mmasattva) is middling, and that with no [exercise of] 
Temperament is inferior. 

The definition of Temperament 

d. Temperament (sattva) 1 is something invisible, but it gives 
support (lit. shelter) to the States and the Sentiments by means of 
horripilation, tears and similar other signs displayed in proper 
places and in harmony with the Sentiments [to bo produced]. 

Feminine graces in the dranja 

4 - 5 . The dramatic experts know the young women’s Graces 
(alamlcW'Cb, lit. ornament) to be the support of Sentiments in 
a drama 1 , and these consist of changes in respect of their faces and 
other limbs. Of these, firstly the change of limbs ( aivjaja ) 2 is of 


X (C1; K.XXH.1). 1 Ag. seems to have no very convincing 

explanation as to why samanyhbhinaya was so called. He discusses it 
from different points of view (pp. 436-430). From the contexts of this 
Chapter as well as the def. given hero and in 72 below, it appears that 
the expression means a totality of the four kinds of abhvnaya (NS. 
VJ. 23) and as such it should be distinguished from the citrabhinaya 
(NS.XXVI.) which applies only to the pictorial representation of 
particular objects and ideas. * See NS.VI. 22 note. 

2 (C- 2 ; K.XXII. 2 ). 

3 (C.3; K.XXII.3). 1 See NS. VI .22 note. 

4.5 (C. 4-5; K.XXII.4-5). 1 K. reads 4a as WH- 

; Gf. DR, II. 30a ; BhP. p. 6 .1.20 ; ND. p. 203. 

a See DR. H. 30b ; ND. p. 203. 
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three kinds, next the natural ( sahaja ) 3 change of ten kinds, and 
involuntary ( a-yatnajd ) 4 * * * * * * 11 change, of seven kinds. 

Physical Graces of women 

0. Feeling ( bhavd), Emotion {hava) and Passion {held) 
arising from one another being different aspects of Temperament 
(sattva) [are Graces] connected with the physical nature 1 . 

The origin of these Graces 

7. Temperament partakes of the nature of the body, and 
feeling {bhavd) arises from Temperament, while Emotion (hdvo) 
from Feeling, and Passion {held) from Emotion 1 . 

Feeling 

8. See NS. VII. 2. Cf. [Feeling {bhdm) is the first touch of 
emotion in a nature that was previously unaffected. DR, II. 33]. 1 

Emotion 

9. Temperament with excessive Feeling {bhd va) [manifests 
itself] in relation to persons of the opposite sex. And Emotion 
{hdm) should be marked as relating to its various conditions. 1 

10. In the same connexion (lit. there) Emotion {hava) 
should be known as arising from the mind {citta) and manifesting 
itself in changes of eyes and eye-brows and the Recaka of the neck, 
indicative of the Erotic Sentiment. 1 

Passion 

11. Everyone’s Emotion which depends on the Erotic Senti¬ 
ment and expresses itself as graceful movements {Idlitabhinaya) is 
called Passion {held) by the wise. 1 


3 See 1)R. II. 32-33a; ND. p. 203. 4 See DR. II. 31; ND. p. 203. 

6 (C.6; K.XXH.6). 1 Cf. DR. II. 30b. 

7 (C.7; K.XXII.7). 1 Cf. DR. II. 33b-34b. 

8 (C.8; K.XXII.8), 1 Cf. DR. U. 33b; ND. p-204. BhP. p.8.1.4-10. 

9 (C.9; K.XX1I.9). 1 See below 10 note 1. K. reads 9a as 

msagiFstici safes' ^ 

10 (C10; K.XXII. 10). 1 According to ND. (p.204) the bhnva 
relates to a slight manifestation of erotic feelings through woids and 
gestures, while the hava to a very clear expression of one’s emotion through 

various gestures. 

11 (ail; KXXILll), Cf. DR. II. 34b; BhP. P.8, 1.13-14. According 
56 
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Natural Graces of women 

12-13- The ten natural Graces (alamlcara) of women are : 
Sportive Mimicry (Ilia), Amorous Gesture (vilasa), Dishabille 
( vicchitti ), Confusion (vibhrama), Hysterical Mood ( hilaldncita ), 
Manifestation of Affection (moUayita), Pretended Anger (Icullamita), 
Affected Coldness ( bibboka ), Lolling (lalita) and Want of Response 
(mhrta) 1 . 

Sportive Mimicry 

14. Imitating the behaviour of a lover by means of 
relevent words, gestures and make-up (alamlcara, lit. ornament) 
which are delightful and inspired by affection, is called Sportive 
Mimicry (Ula) 1 . 

Amorous Gestures 

15. Relevant changes of the special kind relating to the 
standing and sitting postures as well as to gait and the movements 
of hands, eye-brows and eyes, [which occur at the sight of the 
beloved] are called Amorous Gestures (vilasa) 1 . 

Dishabille 

16. The great beauty that results from the slightly careless 
placing of garlands, clothes, ornaments and unguents, is called 
Dishabille (vicchitti) 1 . 

Confusion 

17. Inversion of various items such as words, gestures, 
dresses, and make-up and Temperament due to intoxication, 
passion and joy, is called Confusion (vibhrama) 1 . 

to ND. (pp-204-205) these three aspects of women’s Temperament depend 
on one another. For example the hava depends on the bhava and 
the held on the hava. 

12-13 (C.12-13; K.XXII.12-13). * DR. II. 37b; BhP. p. 9. 1. 5. 
ND. p. 205. 

14 (C.14; K.XXI1.H). 1 Cf. DR. II. 37b; BhP. p. 9. 1. 5; ND. 
p. 205. 

15 (C.I5; K.XXLI. 15). t Q£_ dr jj 39 a, BhP. p. 9, 1. 6-7, 
p. 205. 

16 (0.16, K.XXII.I6), 1 The word is Pkt. in form and comes 
probabably from mhifiti. Cf. DR. II. 38b; BhP. p. p, 9. 1. 8-9; ND, p. 205. 

17 (C.17; K.XXU, 17). Cf, DR, II. 39a; BhP. p. 9. 1. 10-11. 
ND. P- 205. 







warn i° 



XIV. 23 ] 


THE BASIC REPRESENTATION 


443 


Hysterica] Mood 

18. Combination of isolated states of smiling, weeping, 
laughter, fear, sickness, fainting, sorrow and fatigue on account of 
[excessive] joy, is called Hysterical Mood (kilalciftcita ) 1 . 

Manifestation of Affection 


19. Manifestation of Affection (mottayita) occurs through 
Sportive Mimicry (Ida), Amorous Gesture ( vilasa) and the like, 
when at the mention of the beloved, one is being absorbed in 
thought of him 1 . 

Pretended Anger 

20 . Pretended Anger (kuUamita) arises on account of the joy 
and perplexity in [lover’s] touching the hair, the breast, the lip and 
the like, and it is feigning distress when actually there is delight 1 . 

Affected Coldness 

21. The indifference which women show [to their lovers] on 
account of vanity and pride, after they have realised their cherished 
desire (i. o. conquering the lover’s heart), is called Affected 
Coldness ( bibbolca ) 1 . 

Lolling 

22. Graceful movement of hands, feet, brows, eyes, lips etc, 
made by women is kndwn as Lolling (lalita) 1 . 

Want of Response 

23. That due to bashfulness, pretence and nature women do 
not make any reply [to her lover] even when they have heard his 
words, is called Want of Response ( vihrta ) 1 . 


18 (C.18; K.XX1I. 18). 1 Cf. DR. II. 39b; BhP. p.9, 1.12. HD. 

p.206. 

19 (c.19; K.XXH.19). [Of. DR. II. 40a, BhP. p. 9, 1. 18-14; 
ND. p. 206. 

20 (C.20; K.XXII.20). 1 Cf. DR. II. 40b; BhP. p.9, 1.15-16; 
ND. p. 206. 

21 (C.20; K.XXII.21). 1 Cf. DR. II. 41a; BhP. p. 9. b.17-18; 
ND. p. 235-206. 

22 (C.22; K.XXTT.22). A Of. DR. II. 41b; BhP. p. 9, 1. 19-20; 
ND. p. 206 . 

28 (C.23; K.XXII.23). ‘Of. DR. II. 42ft; BhP. p. 9, 1. 21-22; 

ND. p. 206. 
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Involuntary Graces of women 

24. The Involuntary [Graces] are: Beauty (sobha), Charm 
(Icanti), Delicacy ( madhurya ), Radiance (dipti), Self-control 
(dhairya), Courage ( pragalbhya ) and Dignity (audarya) 1 . 

Beauty 

25. Decoration of limbs on account of good physical 
form, youth and loveliness being renderd manifest after the enjoy¬ 
ment [of love], is called Beauty ( sobha ) 1 . 

Charm 

26. Beauty which is full of a lover’s passion, is called 
Charm (kanti) 1 . 

Radiance 

A high degree of charm, is called Radiance ( dipti) 2 . 

Delicacy 

27. Moderation in the movement [of limbs] in all con¬ 
ditions, especially in Radiance (dipti) and in Lolling ( lalita ), is 
called Delicacy (madhurya) 1 . 

Self-control 

28. A natural bent of the mind which in all matters is 
free from rashness and boasting, is called Self-control (dhairya) 1 . 

Courage 

29. The quality of not becoming agitated in speaking, or 
acting anything (lit. in practice), is called Courage (pragalbhya) 1 . 

24 (C.24; K.XXII.24). 1 Cf. DR. II. 31. 

25 (C.25; K.XXII.25). 1 Cf. DR. II 35a; BhP. p. 8. 1.15-16; 
ND. p. 207. This def. seems to mean that a young woman’s loveliness 
is augmented after she has had her first experience of love’s enjoyment 
and this augmented loveliness is called sobha. 

26 (C.26; K.XXII.26). 1 Cf. DR. II. 35b; BhP. P. 8,1. 16. 

4 Cf- DR. II. 36a ; BhP. p. 8,1.17-18; ND. p. 207. 

27 (C.27; K.XXII.27). 1 Cf. DR. II. 36a ; BhP. p. 8. 1. Iff; ND. 
p. 207. 

28 (C.28; IC.XXII.28). * Cf. DR. II. 37a; BhP. p. 8; 1. 21; ND. 
p. 207. 

2.9(0.29; KXXII.29). 
p. 207. 



1 Cf. DR. II. 36b; BhP. p.8, l. 22; ND. 
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Dignity 

Courteous bearing in all situation, is called Dignity ( auMnja )- 


by the wise. 

30. These [Graces] are tender in connexion with per¬ 
formance of delicate nature, but [in other cases] they (Le. the 
Graces) except Amorous Gesture (vilasa) * 1 and Lolling ( lalita ) 2 are 
brilliant (dipta) 3 . 

Eight aspects of the male Temperament 

31. Brilliant Character (sobha), Graceful Bearing (vilasa), 
Self-possession (madhurya), Steadiness ( slhairya ), Gravity (gani- 
bhmja), Sportiveness (lalita), Nobility (audarya) and Spirit 
(tejas) are the different aspects of the male Temperament 1 . 

Brilliant Character 

32. Skill [in various things], heroism, and energy, aversion 
to mean acts and emulation of the best virtues constitute Brilliant 
Character ( sobha ,, lit. beauty) 1 . 

Graceful Bearing 

33. Eyes moving straight, gait graceful like that of a 
bull, and smiling words constitute Graceful Bearing (vilasa)*. 


Self-possession 

34. If due to a [long] practice [in this direction] one’s 
sense-organs retain their firmness even when great changes of the 
natural state have occurred, it is called Self-possesion (w iddhu rya, 
lit. sweetness) 1 . 

Tenacity 

35. Not reliquishing any undertaking relating to duty, 


3 Cf. DR. II. 36b, BkP. 

30 (C-30; K.XXII.30). 

1 See above 22. 

31 (C.31; K.XXII.31). 
ND. p. 197. 

32 (C.32; K.XXIL32). 


p.8‘ 1. 20-22 ND. p. 207. 

1 See above 15. 

8 See above 26. 

1 Of. DR. II. 10, BhP. p. 9,1.24; p. 10. 1.1; 

i Cf. DR. II. Ua; BhP. p- 10, 1. 2-3; ND. 


p. 197. 

33 (0.38; K.XXL1.33) 1 Of. DR. IL lib; lib; BhP. p. 10, 1.4; 

ND. p. 197. 

34 (C.34; K.XXH.34). 1 Of. DR. 11.12a; BhP. p. 10,1. 5. 

35 (C.35; K XXII.85). 
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wealth and enjoyment, irrespective of its good or bad results, 
is called a Tenacity ( sthairya) i . 

Gravity 

86. Gravity ( gambhlrya) is something due to an influence 
of which [outward] changes in cases of anger, joy and tear do 
not occur 1 . 

Sportiveness 

87. Erotic movements and changes [of features] which are 
not deliberate and which grow out of a tender nature, constitute 
Sportiveness (lalita) 1 . 

Nobility 

88. Making gifts, bestowing favours and speaking sweet 
words to others as well as to one’s own men, is called Nobility 
(audarya) 1 . 

Spirit 

39. That one does not tolerate even at the risk of one’s 
life any reproach or insult made by others, is called Spirit (tejcus) 1 . 

Histrionic Representation through the body 

40. 0 the best of Brahmins, I have spoken before about the 
Histrionic Representation through Temperament (sattva) 1 , I 

shall now explain in detail the Histrionic Representation through 
the body a . 


DR. II. 13a; BhP p. 10,16 gives the term as dhairya, ND. p. 198. 

36 (C.36; K.XXXt.36). 1 Cf. DR. II. 12b; BhP. p. 10, 1. 7; ND. 

p. 198. 

37 (C.37; K.XXII.37). 1 Cf. DR. II. 14a; BhP. p. 10, 1. 8; ND. 
p. 198. 

38 (C.38; K.XXII.38). * Cf. DR. II. 14b; BhP. p. lo, 1. 10 ; ND. 
p. 197. 

39 (0.39; K.XXII.39). 1 Cf. DR. II. 13b, BhP. p. 10; 1. 10; ND. 
p. 197. 

40 (C.40; K.XXII.40). 1 See above 1-39. 

It is curious that the author of the NS. is classifying abhinaya 
in a different manner and reckons its two broad classes : s'uttvika and 
tsunm and gives tholr -ub-clivisions. For a four-fold division of the 
abhinaya sec NS. VX 23 . 
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41. This is sixfold : Words ( valcija ,), Suca, Ankura, Sakha, 
Natyayita and Niyrttyankura 1 . 


Words 

42. Recitatives in Sanskrit and Prakrit composed in verso 
or prose when they possess meanings giving various Sentiments, 
constitute the Histrionic Representation by Words 1 . 


Suca 


43. When the meaning of a sentence or the sentence [itself] 
is indicated first by Temperament and Gestures, and then the 
Verbal Representation is made, it is called Suca 1 . 


Ankura 

44. When one skilfully represents by Gestures in the 
manner of the Suca the words which one has in one’s heart, 
it is called the Representation of Ankura 1 . 

Sakha 

45. The representation that is made in due order by the 
head, the face, shanks, thighs, hands and feet in the manner of the 
Sakha(?), is known as the Sakha Representation 1 . 

Natyayita 

46. The intimation of Histrionic Representation which is 
made at the beginning of a drama by [different] practices, for 
enlivening the time, and which lasts till the coming together of the 
['dramatis personae on the stage] is called Naty&yita 1 . 

47. The Histrionic Representation of Dhruvas relating 
to the States and the Sentiments which are made by means of 



41 (C.41; K.XXII.41). 1 Of. Kalidasa’s paricahgabhinaya, Malavi. 

1 . 6 . 2 . 

42 (C.42; K.XXII.42). 1 This seems to be the same as the 

vaetkabkmaya. 

43 (C.43; K.XXII.43). 1 This kiud of representation is mainly to 
accompany songs and dance. 

44 (C.44; K.XXII.44). 1 This kind of representation is meant to 
he combined with dance. 

45 (C.45; K.XXII.45). 1 This kind of representation is to accom¬ 
pany recitatives {patkyn). 

46 (C.46; K.XXII.46). 1 This is the use of gestures in connection 
With songs and dance before the beginning of the dramatic performance. 

47 (C.47; K.XXII.47). 
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delineating joy, anger, grief and the like, is also to be known 
as Natyayita 1 . 

Nivrttyankura 

48. When one represents words of another person by 
Suca it is called Nivrtyankura 1 . 

Twelve forms of the Verbal Representation 
49-51. These are the [histrionic] ways connected with 
proper States and Sentiments that are available for the subject- 
matter of plays. The representation of these, is to take the 
following twelve forms : Accosting ( alapa ), Prattling {pralapa), 
Lament {vilapa), Repeated Speaking ( anulapa ), Dialogue (sam- 
la] a), Change of Words ( apalapa), Message (sandesa), Agreement 
(atidesa), Command ( nirdesa ), Pretext ( vijapadesa), Instruction 
(upadesa) and Statement (apadesa) 1 . 

Accosting 

52. Accosting {alapa) is a sentence used in addressing 
[any one] 1 . 

Prattliug 

Irrelevant (lit. meaningless) words are called Prattling 
(pralapa) 2 . 

Lament 

58. Words originating in a pathetic condition are called 
Lament (vilapa) 1 . 

Repeated Speaking 

Speaking again and again on anything is called Repeated 
Speaking {anulapa) 2 ,, 

Dialogue 

54. Dialogue (samlapa ) is made up of utterance and 
counter-utterance 1 . 

48 (C.48; K.XXII.48). 1 This kind of representation is used by 
the dancer who interpretes other’s speeches. 

49-51 (C.49-51; K.XXH.49-51). 1 BhP. p. 10,1. 20-23. 

52 (C.52; K.XXU.52). i Cf. BhP. p. 10, 1. 24. 

2 Cf. ibid p. 1 ], 1 . 1 . 

53 (C.53; K.XXII.53). 1 Cf. BhP. p. 11, 1. 2. 

2 See ibid p. 11. 1. 3). 

54 (0.54; ILXXII.54). 1 See BhP. p. 11, 1. 4. 
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Change of Words 

Change of words ( apalapa ) 2 is the alteration of words 
spoken before. 

Message 

55. “Speak this to him”, is [an example of] Message 
(sandeia) 1 . 

Agreement 

Saying “You have said what was uttered by me” is [an 
example] of Agreement (atiilesa) 2 . 


Command 

50. “I alone am speaking”, is [an example] of Command 
(nirdesa) 1 . 

Pretext 

To speak with the purpose of deception, is called Pretext 

{vyapadesa ) 2 . 

Instruction 

57. To say “Do this” or “Take this” is [an example] of 
Instruction (upa desa ) 1 . 

Statement 

* * * is [an example of] Statement ( apadesa ) a . 


Another classification of the Verbal Representation 

58. These are the forms [of sentences] that are to create 
the Verbal Representation. I shall speak [hereafter] of the 
characteristics of the seven forms which it may have. 

59. [A sentence may contain a statement which] treats 
act visible ( pratyaksa ) or invisible ( parolcm ); it may relate 



2 Sec ibid p. 11, 1. 5. 

55 (C.55; K.XX1I. 54c-55a). 1 Cf. BhP. p. 11, 1. 6. 

2 See ibid p. II, 1. 7. * 

56 (C.56; IC.XXII.55b-56b). 1 Cf. BhP. p. 11, 1. 8. 

2 Cf. ibid p. 11, 1. 11. 

57 (C.57a; IC.XXII56a). ' Cf. BhP. p 11, 1. 9. 

2 The texts omit the dcf. of apadesa, which is given by BhP. 
11 , 1. 10) and is as follows : nlsqtutfh war. 

58 (C.57be ; K.XXR.57). 59 (C f 58; K. XXII. 58). 

57 
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to the present, past or future time ; it may affect one’s ownself 
(atmastha) or another ( parastha ). 

CO. “0 this [person] is speaking and I am not speaking” 
is a statement which treats a visible act (pratyaksa), affects 
another person (parastha) and relates to the present time 1 . 

Cl. “I am doing, or going or speaking” is a statement 
which affects one’s ownself, relates to the present time and treats a 
visible act 

02. “I shall do, go or speak” is a statement which affects 
one’s ownself, treats an invisible act and relates to the future time. 

63. “All my enemies have been killed by me”, is a state- 
ment which affects one’s ownself as well as others, and relates 
to the past time. 

04. “[The enemies] have been killed by thee”, is a state¬ 
ment which treats an invisible act, affects others, and relates to 
the past time. 

G5. “This [person] is speaking, doing or going”, is a state¬ 
ment which affects another, relates to the present time and treats 
a visible act 1 . 

66. “He is going or doing” is a statement which affects 
another, relates to the present time and treats a visible act 1 . 

07. “They will do, go or speak”, is a statement which . 
affects others, relates to the future time and treats an invisible act 1 . 

08. “That work is to be done today by me together with 
you”, is a statement which affects one’s ownself as well as another 
and relates to the present time 1 . 

69. Anything that is spoken on the stage (lit, in drama) 
under the cover of the hand, will affect one’s ownself, relate to 
something at one’s heart or will relate to an invisible (parolcsa) act. 



60 (C.59). 1 K. omits this. 61 (C.60; K.XXII59). 

62 (C.61 j K.XXU.60). 63 (C.62; K.XXH.61). 

64 (C.63; K.XXII.62). 65 (K.XXII.63). I C. omits this. 

66 (K XXII.64ab). 1 C. omits this. 

67 (K.XXJl64c-65a). 1 C. omits this. 

68 (CM). 1 JC. omits this, 69 (C.65; K.XXII.66b-67a). 
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70. The seven forms of this (?. <’■ Verbal Representation) 
will have many lyore varieties when they will be modified accord¬ 
ing to time, and persons who are affected (lit. of the self and 
others). 

71. These are the ways of the Histrionic Representation, 
known to producers of a drama. Different kinds of representa¬ 
tions are to be made through these 1 . 

The Basic Representation 

72. The Basic Representation {samanyabhinaya) is that 
which is made simultaneously by the head, the face, the feet, the 
thighs, the shanks, the belly and the waist 1 . 

73. Experts in acting are to represent [a character] by 
graceful movements of hands and delicate efforts of limbs [in 
general], which are to delineate the Sentiments and the States. 

Regular Histrionic Representation 

74-75. The acting (lit. drama) which is [performed] by 
physical efforts which are not violent, hurried or complex and which 
rest on proper tempo ( lay a ), time {tala) and the measurement of 
Kalas, and in which words are distinctly uttered without harshness 
and hurry, is called “regular” ( abhyantara ). 

Irregular Histrionic Representation 

76. When it is of the opposite kind and observes free 
movements and is not in harmony with songs and instrumental 
music accompanying it, is called “irregular” {bahya). 

77. It is called “regular” {abhyantara, lit. inner) when it 
conforms to the rule (lit. within the laksam or rule) and ‘irregular’ 
{bahya, lit. outside) when it is outside [the prescription) of the 
fSfistra. 


70 (C.66; K.XXH.65b-66a). 71 (C.67). 1 K. omits this- 

72 (C.68; K.XXII.67b-68a). 1 Cf. I above. 


73 (C.69; X.XXH.68b-69a). 

74 (C.70; K.XXn.69b-70a). 

75 (C.7l; K.XXII.70b-71a). 
77 (C.73; K,XXII.72b*78a). 


76 (C.72; K.XXII.71b-72a). 
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Laksana defined 

78. As a performance is laJcsyate or marked, it is called 
laksana (characteristic mark). Hence it is of use in a drama. 

Practice preferred to the Sastra 

70. Those who have not received training from (lit. lived 
with) any master (i acarya) or who hove no access to the Sastras, 
resort to the “irregular” [ways], which depend on merely the 
practices [of the stage] 1 . 

Representation of the sensual perception 

8U. A wise [actor] should represent sound, touch, form, 
taste and smell by the sense-organs concerned, and by Gestures 
delineating their objects 1 . 

Sound 

81. By making a sidelong (sari) glance, bending the head 
sideways and putting a hand near the ear, one should represent 
the sound ( sabda ). 

Touch 

82. By slightly narrowing down the eyes, raising the eye¬ 
brows in the like mannar as well as by touching the shoulder and 
the cheek, the wise one should represent the touch (sparse!). 

Form 

83. By holding on the head the Pataka hand with its lingers 
slightly moving, and looking intently [at something] with eyes, the 
wise one is to represent the form (rupa). 

Taste and Smell 

81. By slightly narrowing down the eyes and expanding the 
nostrils in the like manner as well as by intently gazing [at 
something] the wise one is to represent the taste (rasa) and the 
smell (yandha). 


78 (C.74; K.XXII.731) 74a). 

79 (C.75; K.XXII.74b-75a). 1 Read the couplet as t ^ 

tl ^ i *n*i g Iterant: H'hPflfnp This shows that the 

ancient India’s artists did not follow the Sastras slavishly. 

80 (C.76; K.XXII.75b-76a). 1 See also NS. VIHff. 

81 (C.77; K XXI1.76b-77a). 82 (C.78; K.XXII.77b-78 a ). 

8;J ' (0.79; KXXII.78b-79a). 84 (C.80; K.XXII.79b-80a). 
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85. These are the gestures which arise from the activities 
of the five sense-organs such as skin, eyes, nose, tongue and ears. 

Importance of the mind 

86. When an object of a sense-organ is contemplated in 
mind it gets represented [outwardly]. A person out of his niind 
cannot know the object of senses which come through five sources. 

The three aspects of the mind 

87. With reference to the representation, the mind has 
three attitudes [towards objects], viz. favourable ( iskx ), unfavourable 
(an-isla) and indifferent (madhyastha). 

The favourable mind 

88. Everything favourable should be represented by the 
happy movement of limbs, horripilation and the opening of the 
mouth. 

89. Tn case of a favourable sound, form, touch, smell or 
taste, one should show a happy face by concentrating the senses 
[concerned] in mind 1 . 

The unfavourable rniud 

90. By turning the head, not using the eyes and keeping 
them fixed to the nose, one should represent whatever is unfavour¬ 
able. 

The indifferent mind 

91. An indifferent attitude should be represented by 
expressing not too much delight or to much abhorrence, and by 
keeping oneself in the middling state. 

92. The representation of words like “[It is done] by him”, 
“It is his”, or “He does this” which relate to invisible acts is [an 
example of] indifferent attitude. 

The meaning of “personal” 

93. The object which a person himself feels is called 
“personal” (atmasthii). 


85 (0.81 i K.XXH80b-81a). 86 (0.82; K. XXII.81b-82a). 

87 (C.83; K.XXII 82b-83a). 88 (0.84; K.XXlI.83b-84a). 

89 (C.85-, K.XXII.84b-85a). 1 The expression is used indriyair 

manasa pruptatr, by means of senses coming together with tho mind. 

90 (C.86; K.XXII.85b-86a). 91 (0.87; K.XX LI.86b-87a). 

92 (0.88; K.XXIL.87b-88a). 93 (0.89; K.XXlI.88b-89a). 
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The meaning of ''external” 



And anything which is to be described by another is called 
“external” (parastha). 

Desire 

94*95. Almost all the States proceed from passion which 
combined with desire will be considered as having many forms such 
as, desire for virtue ( dhanna-kama ), desire for wealth (aril) a-Jcama) 
and desire for liberation ( moJcsa-Jeama ). 


Love 

95-96. The union of a man and a woman is called love 
(bima). This love which may end in joy or sorrow for all people, is 
•mostly to be observed as leading to happiness even in unpappy 
situations. 


Erotic Affair 


97. The union of men and women which finds them 
sexually united is known as an Erotic Affair (srhgara). This 
benefits the two, and brings them happiness 1 . 

98. In this world people always desire happiness of 
which women are indeed the source. These women^are of various 
nature 1 . 

Various types of women • 

99-100. Women are known to possess the nature of gods, 
Asuras, Gandharvas, Raksasas, Nagas, birds, PiSacas, Yaksas, 
tigers, men, monkeys, elephants, deer, fish, camel, Makara, 
asses, horses, buffaloes, goats, cows and the like 1 . 

The woman of divine type 

101-102. A woman who has delicate limbs, steady and soft 
looks from the corner of her eyes, is free from any disease, has 
lustre, munificence, truth and simplicity, emits very little sweat, has 


94- 95 (C.90-91a; K.XXU.89b-90a). 

95- 96 (0.91) K.XXJJ.91b-92a). 

97 (0.92; K,XXII.92b-98tt). ! C. omits 96. 

98 (0.98; K.XXII.93b-94al, 1 Of. BhP. p 11)9, 1 . 9-10. 

99 100 (0.94-95) K.XXTT 94-96,,). 1 Son Bill*. p 109, 1 . 12-15. 

101-10* (0.96-97; j\.,\.Xll.96b-98r). ’ Of. 131,p. p. 109,1,16-19. 
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middling sexual passion, takes moderate food, loves sweet scent and 
is engaged in vocal and instrumental music, is known to possess the 
nature of a goddess 1 . 

The woman of Asura type 

103-104. A woman who transgresses laws and practices 
trickery, is confirmed in anger, very cruel, fond of wine and meat, 
always irascible [in temper], very proud, fickle-minded, \uy 
covetous, harsh, fond of quarrel, jealous and inconstant in affection, 
is said to possess the nature of an Asura 1 . 

The woman of Gandharva type 

105-106. A woman who enjoys roaming in many gardens, 
is adormed with good nails and teeth, speaks with a smile, is slim 
bodied, lias a slow gait, loves sexual pleasure, is always pleased to 
hear music (glia and vadya) and to witness dance, is careful 
about the cleanliness [of the body] and has soft skin, glossy haii^s 
and charming eyes, is known to possess the nature of a Gandharva 1 . 

The woman of Raksasa type 

107-108. A woman who has large and broad limbs, red wide 
eyes, hard hairs, loves to sleep in day time, speaks loudly, has the 
habit of hurting [one] with nails and teeth, is disposed to angei, 
jealousy and quarrel, and likes to roam at night, is said to possess 
the nature of a Raksasa 1 . 

The woman of Naga type 

109-110. A woman who has a pointed nose and sharp teeth, 
slender body, reddish eyes, complexion of a blue lotus, is fond ot' 
sleep, very irascible, has an oblique (i liryah) gait and unsteady 
efforts, takes pleasure in [the company of] many persons (lit. 
beings), and loves sweet scent, garlands and similar otliei objects, 
>s said to possess the nature of a Naga 1 . 


103-104 (C.98-99; K.XXII.98b-100o). 1 Cf. BhP- (p. 109, 1.20-2?,) 
ht‘Ve this type is called daiiyasilci' 

106- 106 (C.100-101; K.XXIT.100b-102a). 1 Of. BhP. p. 108, 1.14. 

107- 108 (C.102-103; K.XXtI.102b-104a). > Of. BhP. v 110, 18-11 • 

109-110 (0.104-106; K.XXIT.104b-l 06o). 1 Cf, BhP- p. UO, 1. 21 22, 

!>• 111 , 14 . 
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The woman of bird type 

111-112. A woman who has a very large mouth, energetic 
character, loves streams, enjoys spirituous liquor and milk, has 
many offsprings, likes fruits, is always given to breathing and is 
always fond of gardens and forests, is [very] fickle and talkative, 
is said to possess the nature of a bird 1 . 
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The woman of Pi&ica type 

113-114. A woman who has more or less than the usual 
number of fingers, is merciless during sexual acts, has the habit of 
roaming in gardens and fields, and of terrifying children, is treacher¬ 
ous, speaks with a double entendre, behaves abominably during 
sexual acts, has a hairy body and loud voice, and is fond of spiri- 
tous liquor and sexual indulgence, is said to have the nature of a 
PiSaca 1 . 

The woman of Yaksa type 

115-110. A woman who sweats during sleep, loves quiet 
rest in bed or seat, is [very] intelligent, fearless and fond of wine, 
sweet smell and meat, takes delight on seeing the beloved one 
after a long time, feels gratitude [to him], does not sleep for a long 
time, is said to have the nature of a Yaksa 1 . 

The woman of tiger type 

117. A woman who takes honour sad dishonour in the 
same spirit, has a rough skin and harsh voice, is wily, speaks 
untruth and haughty words and lias tawny eyes, is said to have 
the nature of a tiger (vyala) 1 . 

The type of human female 

118-119. A woman who loves uprightness, is always clever 
and very virtuous, has regular features (vUdtahtahgi), is grateful 
[to her benefactors], disposed to worship the elders and gods. 


111-112 (C.106-107a; K.XXII. 106b-l 08a). 1 Cf. BhP. p. 1. 12-12. 
113-114 (K.XXII. I08b-U0a). 1 Emend Jamdhikmgulih into 

Timdhikmgulilu Cf. BhP. p. 15-18. 

115-116 (C.107b-108; K.XXII. 110b-112a). 1 Read 115b. at- medha- 

vmi bhayahina etc. Cf. BhP. p. HO, 1. 5-7. 

117 (C. 100; K.XXiI.ll2b-ll3a). ’ Cf. BhP. p. J10, 110 I. 10-22. 
118-119 (0.110-111} K.XXII.113b-U5a), 1 Cf. BhP. p. Ill, 1. 3-4. 
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always careful about duty as well as. material gain, and is free from 
pride and fond of friend and has a good character, is said to have 
the nature of a human being. 

The woman of monkey type 

120-121. A woman who has a compact and small body, is 
impudent, has tawny hairs, is fond of fruits, talkative, fickle, and 
energetic, loves [to roam about in] trees, gardens and forests, 
cherishes highly even a small kind act [done to her] and is violent 
in sexual act, is said to have the nature of a monkey 1 . 

The woman of elephant type 

122-123. A woman who has a large chin and forehead, is 
fleshy and bulky, has tawny eyes, hairy body, is fond of sweet 
scent, garlands and wine, has irascible temper, steady energy, loves 
water, garden, forests, sweet things and sexual intercourse, is said 
to have the nature of an elephant 1 . 

The woman of deer type 

124-125. A woman who has a small abdomen, flat nose, 
thin shanks, large red eyes, is Gckle, has the habit of quickly going, 
of taking fright, is timid, fond of songs and instrumental music, is 
irascible in temper, unsteady in her efforts, is said to have the 
nature of a deer 1 . 

The woman of fish type 

126. A woman who has long, large and high breasts, is 
fickle and without any twinkle in her eyes, has many servants and 
offsprings, has liking for water, is said to have the nature of fish 1 . 

The woman of camel type 

127-128. A woman who has protruding lips, too much 
sweat, a slightly awkward gait, slender abdomen, is fond of 
flowers, fruits, salt, sour and pungent tastes, has her waist and 
sides loosely bound, speaks harsh'and cruel words, has a high and 
rough neck, is said to have the nature of a camel 1 . 

120-121 (C.112-113, K.XXII. 115b-U7a). 1 Cf. BhP. p. Ill, 1. 5-7. 

122-123 (0.114-115; K.XXII. U7b-119a). 1 Cf. BhP. p. Ill, 1. 8-9. 

124-125 (C.116-U7; K.XXII. 119b-12la). 1 BhP p. Ill, l 10-13. 

126 (0.118; K.XXlI.l2lb-132a). 1 Cf. BhP. p. Ill, 1.13-14. 

127-128 (0,119-120; K.XXII. 122b-124a). 1 Cf. BhP. p. Ill, 1. 15-16. 
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The woman of Makara type 

129. A woman who is cruel and has a large head, a steady 
neck, a mouth wide open, very loud voice and the habits of fish, is 
known to have the nature of a Makara 1 . 

The woman of ass type 

130-131. A woman who has a thick tongue and lips, rough 
skin and harsh words, is violent during sexual acts, impudent, fond 
of nail-scratches and biting [from her lover], jealous of her co¬ 
wives, clever, fickle, slow in her gait, angry by nature and has 
many offsprings, is known to have the nature of an ass 1 . 

The woman of swine type 

132-133. A woman who has a large back, belly and mouth, 
hairy and strong body, a very narrow forehead, is fond of ordinary 
and bulbous roots, has black teeth and ugly face, large thigh and 
thick hairs, mean habits and many offsprings, is said to have 
the nature of a swine 1 . 


The woman of horse type 


134-135. A woman who is faithful, has symmetrical sides, 
thighs, hips and neck, straight and thick hairs, is charming, 
munificent, mysterious, fickle-minded, sharp-tongued, quickly 
moving, and disposed to anger and sexual passion, is said to have 
the nature of a horse 1 . 


The woman of buffalo type 


130-137. A woman who has broad back, bones, teeth, sides, 
belly, rough hairs, is faithless, turbulent and hater of men, has a 
slightly broad (lit. raised) mouth, large forehead and hips and is 
fond of forests and sporting in water, has the nature of a buffalo 1 . 


The woman of goat type 


138-139. A -woman who is thin, has small arms and breasts, 
[almost] motionless red eyes, short hands and feet, is covered with 


129 (0.121; KXXH.l 24b- 125a). 1 Cf. BhP. p. HI, 1.17-18. 

130-131 (0.122-123; KXXII.125b-127a). 1 Of. BhP. p. Ill, 1.19-20. 
132-133 (0.124-126; K.XXJI. 127b-129a). 1 Cf. BhP. p. Ill, 1. 21-22. 
134-135 (C.126-827; K XXII.129b-131a). 1 Cf. BhP. p. 112,1.1-3. 
136-137 (C. 128-129; KXXH.l31b. i33a). 1 Cf. BhP. p. 112,1. 4-6. 

138-139 (C.130-131; KXXII.I37b-139a). 1 Cf. BhP. p. 112,1. 7-9. 












fine hairs, and is timid, foolish, mad, fond of forests, restless, 
swiftly moving, and has many offsprings, is said to have the 
nature of a goat 1 . 

The woman of horse type 

140-141. A woman who is alert in eyes and limbs, disposed 
to yawning [often], is talkative and grateful, has a small beaming 
face, short hands and feet, loud voice, irascible [temper], and 
low manners, is said to have the nature of a horse 1 . 

The woman of cow type 

142-143. A woman who has large, plump and high hips, 
thin shanks, short hands and feet, is kind to friends, firm in her 
efforts, favourable to children, engaged in worshipping ancestors 
and gods, always clean, respectful to superiors, faithful, and patient 
in her sufferings, is said to have the nature of a cow 1 . 

Etiquette towards women 

144- 145. After knowing a woman’s nature one should 
approch her accordingly. For courteous acts done to a woman 
according to her nature, even if these are not many, will be 
pleasing to her, while great many such acts when they are 
done with an ignorance of her nature (lit. otherwise), will not 
satisfy her [at all]. 

145- 146. An external love will arise in a woman when she 
has been courted (lit. looked for) in a proper manner. And certain 
Etiquette {upacava) has been prescribed for man and woman in 
love [with each other], 

146- 147. Austerities are practiced for the sake of virtue 
{dharma), and the [ acquisition of] virtue is for the purpose of 
happiness. And happiness has its source in women the enjoy- 
rtie nt of whose company is desired [by people in general ]. 

140-141 (C.132-133; K.XXII.133b-135a). 1 This def. seems to be 
spurious ; see 134-135 above. 

142-143 (C.134-135; K.XXII.135b-137a). 1 Cf. BhP. p. 112, 1.10-12. 

144- 145 (C.136-137a ; K.XXII.139b-141a). 1 See BhP, p.112,1. 14-16, 

145- 146 (C.137b-138a; K.XXlI.141b-142a). 

146- 147 (C,138b-lo9a; K.XXlI.142b-143a). 
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Two classes of. Etiquette 

147-14S. In the theatrical convention, Etiquette relating 
to the [practice of] love (Icamopacara) of men and woman is of two 
kinds : external ( bahya ) and internal (abhyantara). 

146-149. [Of these two] the internal [Etiquette] is to be 
observed by kings in the Natalia. And the external [Etiquette] 
is to be observed by courtezans in the Prakarana. 

The king’s Etiquette towards women 

149- 150. In this connexion I shall describe in detail the 
rules of Etiquette for kings in their enjoyment [of women’s love], 
which have been drawn out from (lit. have arisen from) the Aphor¬ 
isms of Erotics (kamasutra) 1 . 

The three classes of women 

150- 151. Women who have the nature of various beings 
are of three classes : “homely” ( abhyantara, lit. inside) “public” 
bahya , lit. outside) and “mixed” (bahyabhyautara, lit. outside and 
inside). A woman belonging to a high family is a “homely” 
(abhyantara) and a courtezan is a “public” (bahya) woman. 

152. A thoroughly tested (krtosauc.a) woman, if she is a 
maiden of high family, is of the mixed (bahyabhyantara) class 1 . 

15B. A maiden of high family has no occasion to receive 
the king’s Etiquette, and a public woman is never desired by a 
king and she does not receive his courtesies 1 . 

154. A king’s Union takes place with a “homely” woman, 
and a common man may unite with a “public” woman, while the 
king may have Union with a heavenly courtezan [as well] 1 . 


147- 148 (C.I39b-140a ; K.XXII.l43b-144a). 

148- 149 (C.l40a-14la; K.XXIJ.144b-145a). 

149- 150 (C.141b-142a). T This work seems to be lost and is not 
the present sutra text ascribed to Vatsyayana On this see the Introduction. 

151 (C.142b-143; K.XXII.145b-146). 

152 (0.144; K.XXII. 147). 1 K’s reading is fragmentary. 

153 (C.145). 1 The reason is obvious. K. omits this. 

154 (C.146). 1 As in Vikram. K. omits this. 
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155. The conduct which (lit. that) is approved by [mai'ried] 
women of high family will hold good in case of maidens too. And 
[in love affairs] a courtezan too [will behave generally] like a 
lady of high family 1 . 

The beginning of love 

150. Love of the superior, the middling or the inferior kind 
arises in men and women, from various causes 1 . 

157. Love [for a person] grows from hearing [about him], 
seeing [him, hearing about his] personal beauty, [seeing his] 
sportive movements of limbs and [hearing his] charming conver¬ 
sation 1 . 

158. An expert in this matter should then observe the 
various indications of love in men and women who desire one 
another’s company. 

150. A woman becomes overpowered with love on seeing a 
young man who has personal beauty as well as other innate quali¬ 
ties, and has besides the knowledge of various arts and crafts 1 . 

Signs of lovo 

100. The glance in which [the eyes are] charming, tearful 
drooping and eyelashes are throbbing, is called Kamya (lit. loving) 
and it should be used here 1 . 

161. The glance in which the corner of the eyes are moving 
and having sportful expressions, is called Lalita (lit. sportive). It 
is used in women’s partial looks 1 . 

162. Due to love, one’s voice becomes slightly impassioned, 
and the face covered with sweat-drops, and hairs in the body stand 
on their end 1 . 




155 (C.147). 1 Of. etc. KS. IV. 2.1. 

156 (0.148). 1 These three kinds of lovo have been defined by 
later authors like Saradafcanaya; see BhP. p. 113,1.10-14. 

157 (C.149). 1 K. omits this. 158 (C.150; K.XXU.148a). 

159 (C.151). 1 K. omits this. 160 (C.152). 1 K. omits this. 

161 (C.153). 1 K. omits this. See NS. VI1I.73. 

162 (C.154). 1 K> omits this. Cf. BhP. p. 113, 1.17-19. 
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Signs of a courtezan’s love 

163-165. A courtezan is to be considered overpowered with 
Jove when she expresses her passion by casting side-long glances, 
touching their ornaments, itching the ears, scratching the ground 
with her toes, shoving the breasts and the navel, cleansing the nails 
and gathering her hairs 1 . 

Signs of love in a highborn lady 

166-167. Similarly one should know that there are indi¬ 
cations [of love] in a woman of high family, These are as follows; 
she looks continuously with blooming eyes, conceals her smile, speaks 
slowly and with a down-cast face, gives reply with a smile, conceals 
her -weats and appearance, has throbbing lips and is trembling 1 . 

Signs of a maiden’s love 

168. These ax*e the various signs with which a woman not 
yet having the experience of love’s pleasure (rati) will express her 
love which has ten stages 1 . 

Various stages of her love 

160-171. First there will be a longing (abhilasa), secondly 
Anxiety ( data ), thirdly Recollection ( anusmrti), fourthly Enumer¬ 
ation of [the beloved one’s] Merits (gunaklftana), fifthly Distress 

(udveija), sixthly Lamentation ( vilapa ), seventhly Insanity 
(umn.fr.la), eighthly Sickness (vyadhi ), ninthly Stupor (jaiata), and 
tenthly Death (marana) 1 . These are the stages of love in case of 

men as well as of women. Now hear about the characteristics of 
all these. 

Longing 

172. Longing (abhilasa) arises from efforts born of desire 
and wish [for the beloved one], and leads to the means of meeting 
[him] 1 . 

163-165 C.155-157a; K.XXII.148b-150). 1 Cf. BhP. p. 113, 1.3-9, 
and p. 114, 1. 1-2. 

166-167 (0.157b-15&to; K.XXII.151-153a). 1 Cf. BhP. p. 113,1. 17, 
p. 114,1. 1-2. 

168(0.159; K.XXn.l53b-154a). 1 BhP. (p.88) gives the numb r 
us 'ten or twelve’. 

169-171 (0.160-162; K.XXII.154b-l57a). T Cf. BhP. (p. 88 ,1. 3-5) 
gives two more Stages U'cchu and utkantha). Also cf. KS. V.l-5; NL.2421E 

172 (C.163; K.XXII.157bc). 1 Of. NL. 2427; BhP. p. 88,1.15-16. 






173. One goes out of the place [where the beloved one is] 
or enters it or stays within his sight, and shows signs of amour in 
the first stage of his love 1 . 


Anxiety 

174. Anxiety ( cinta ) should be indicated by speaking to the 
female Messenger (duti) words such as “By what means and in 
what manner will there be an Union with (lit. obtaining 1 of) the 
beloved 2 ?” 

175. In the second stage [of love] one should look with 
half-closed eyes and touch the Valaya (bangles), the Rasana, the 
Nlvi, the navel and the thighs 1 . 

Recollection 

176. Sighing again and again, thinking deeply of the beloved 
(lit. deshed) person and disliking other engagements, is called 
Recollection ( annsmrti ) 1 . 

177. Being engrossed in thinking of him (<. e. the beloved) 
one does not attain composure in sitting or lying in bed, and 
remains without doing one’s duty. The third stage [of love] 
should be expressed like this 1 . 

Enumeration of Merits 

178. To express by means of sportful movement of limbs, 
smiles and glance and [other efforts] the idea that ‘there is no on<* 
else like him’, is called Enumeration of [the beloved one s] Merits. 

179. The representation [of love] in the fourth stage (ie. 

■ n the Enumeration of Merits) should he made by hovipillation 

1 7a (C.164; K.XXII.158). 1 Of. NL. 2428ff ; BkP. p. 88,1. 17-20. 

174 (C.165; K.XXU.159). 1 Read sampraptih {jsambhmntih, 0; 

samanyah K). 2 Cf. NL. 24361?; BhP. p. 88, 1. 21-27. 

175 (C.166; K.XXII.160). 1 Cf. BhP. p.89, 1. 8*5. 

176 (C.167; K.XXII.161). 1 Cf. NL.2449; BhP- p. 89, 1. 7-8. 

177 (C.XXXI.76; K.XXII.162). 1 Cf. NL.2449; BliP. p. 89, h 9-11. 
C.’s reading of the portion of this chapter (XXIV.) given in pp. 291 (line 
27)-289 (line 3) is merely an unacknowledged copy of K.s reading of the 
same. C.'s. own reading occurs in pp. 348 (line 14) 355 (lino 8) as a part 

of the chapter XXXL m 

178 (C.XXXI.77; K.XXH.163). 1 Cf. NL.2456; BhP. p. 89,1. 12-U 

179 (C XXXI.78; K.XXII.164). 1 Cf. BhP. p. 89, 1. 15-18- 
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wiping off tears, sweats, and talking confidentially to the female 
Messenger to relieve the pangs of separation 1 . 

Distress 


180. That one is not satisfied or pleased with sitting or 
lying in bed and is always eagerly expecting [the beloved one] is 
the stage of Distress (i udvega ) in love 1 . 

181. By representing anxiety, sighs, lassitude and burning 
of the heart in an exaggerated manner, one should express the 
stage of Distress 1 . 

Lamentation 


182. Lamentation (i vilqpa ) is represented by speaking 
sorrowfully words such as “He stood here ; he sat here, and here 
he approached me, etc 1 /’ 

1S8. A lamenting woman is distressed by very eagerly ex¬ 
pecting [the beloved one], and out of uneasiness she moves from 
one place of grief to another 1 . 

Insanity 

184. When a woman is always engaged in talking about 
him (i e. the beloved) and hates all [other] males, it is a case of 
Insanity ( unmada )• 

185. To represent Insanity one should sometime look with 
a steadfast gaze, sometimes heave a deep sigh, sometimes be absor¬ 
bed within oneself and sometimes weep while walking about 1 . 

Sickness 

18G. Being devoid of all pleasures of love and of [any] ex¬ 
pectation [about them] one gets Sickness (ryadhi) 1 , 


180 (C.XXXI.79; K.XXIL165). J- Cf. NL.2462ffiIihP. p. 89, 1.19-22. 

181 (C.XXXT.80; K.XXII.166). 1 See note of 180 above. 

182 (C.XXXI.81; K.XXII.167), 1 Cf. NL.2470; BhP. p.90,1.1-3. 

An example ?? nf % fane , s? cutr ef , s? rat <wr w? 

fflpwj, cun etc (Svapna 1-15, 2-4). 

183 (C.XXXI. 82; K.XXII. 168). 1 Cf. BliP. 90, 1, 4-8. 

184 (C.XXXI83; K.XXII. 169b). T Cf. NL.2484ff; BhP.p.90 19-15. 

185 (C.XXXI. 84; XXII.170). 1 See above 184 note. 

’ 186 (C.XXXI.85; K.XXII.171). 1 BhP. p- 90. 1. 16-18. follows K. 
NL .(2476) has hta'nka (disquietude) which precedes unmada. 
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187. To represent Sickness the eighth stage, one is to show 
that, the heart becomes paralysed, the body is in fever, the head 
aches badly, and one does not have any tranquility 1 . 

Stupor 

188- In Stupor (; jadata ) one does not respond when ques¬ 
tioned, and does not hear or see [anything]. It is a pathetic 
condition in which one’s mind is deranged 1 . 

189. To represent Stupor one is to utter response (hum) on 
the wrong occasion, and is to have one’s limbs relaxed and the 
mouth given to excessive breathing (lit. swallowed by breathing) 1 . 

Death 

190. If even after adopting all the means [available for the 
purpose] the Union [with the beloved] does not take place, then 
burnt in the fire of love one’s Death (marana) takes place 1 . 

191. Thus in case of her meeting (lit. getting) the beloved, 
one should represent, according to the Science of Erotics (I'amatan- 
tra ), for the Heroine all the stages of love except the last one 1 . 

Manifestation of men’s love 

192. Even a man separated from his beloved one will thus 
make a manifestation of his love in diverse ways through different 
States 1 . 

Characteristics of love. 

198. One should represent men as well as women who are 
expressing* these stages of love by bringing in their common 
characteristics [in particular stages] 1 . 

Women separated from the beloved one 

194496. All the stages of love should be represented in 
diverse ways by anxiety, sighs, lassitude, weariness of the body, and 

187 (C.XXXI.86; K.XXII. 172). T Cf. BhP. p. 90, 1.19-22. 

188 (C.XXXI.87; K.XXIL 173). 1 Of. NL.2499ff; BhP, P 91,1.1-6. 

189 (C XXX1.88, Iv.XXlI.174). 1 See above 188 note. 

190 (C.XXXL39; K.XXII.175). 1 Cf. NL.2505ff. BhP. p. 91,1- 7-8. 

191 (C.XXXI. 93; K.XXII.176). 1 Cf. NL.2510ff. Bhl. p.9l/l. 9-10. 

192 (C.XXXJ.91; K.XX1I.177). 1 See above 182 note. 

193 (C.XXXI.92; K.XXII-178). 1 K. reads after this two addi¬ 
tional (XXIT»179-180) couplets. 

194-196 (C.XXXI.9S-95; K.XXII.181-183). 

59 
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following [the beloved] or gazing [at him] or gazing [vacantly] at 
the sky, talking pathetically, touching [different ornaments], 
twisting [some objects] or clinging to some support and similar 
other conditions and situations arising from an absence of Union 
( ripralnmbhn ). 

Belief in. lovc-siclmcss 

197. When burning very much with the fire of love one 
will use [special] clothes, ornaments, scents, rooms and gardens 
which have a cooling effect. 

The female Messenger 

198. Being over-powered with a burning love and affected 
through its several stages one should send a female Messenger [to 
the beloved] to speak of one’s conditions. 

199. One should ask a female Messenger to carry a 
message of love [to the beloved]. She [should deliver the same] 
with proper courtesy [and the like] after saying “This is her 
condition”. 

200. After the substance (lit. meaning) of the message has 
been communicated one should think of the means of fulfilling the 
love. This is the rule where love is to be practised secretly. 

The king’s Etiquette to women 

201. I shall now speak in detail about the rules regarding 
the practice of kings in relation to “homely” women, and these 
rules are taken out the Science of Erotics (I'aniatauira) 1 -. 

202. Happy and unhappy conditions which occur [in con¬ 
nexion with love] in persons of various dispositions, and which are 
assumed by kings, are also followed by common people. 

203. Kings have no difficulty in obtaining women ; because 
means for this, is at their command. And the love that grows out 
of liberality becomes pleasing. 


197 (C.XXXI.96; K.XXII.184). 198 (C.XXXI.97; K XXII. 185). 

199 (C.XXXI.98; K.XXH. 186). 200 (C.XXXI.99; K.XXII.187). 

201 (C.XXX1.100; K. XXII. 188). J This docs not seem to indicate 
any particular treatise. 

202 (C.XXXL101; K.XXIJ.189). 

203 (C.XXXI. 102; ICXXJ1.190). 
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204. Out of respect for the queens and for fear of their 
favourite women, kings are secretly to make love to queen’s maids. 

205. Though the kings may have many ways of making 
love, the making it secretly will be [the most] pleasing [of all}. 

200. That a woman resorts to wily ways, that one is shut 
out from her and she become available only with difficulty, imparts 
the supreme pleasure to her love. 

207. In case of women of the harem, the king’s Union 
( samblioga ) with them in day time may be permitted, but in dealing 
with external women Union should take place at night 1 . 

Reasons for Conjugal Union 

208. The following six are reasons 1 for the Conjugal 
Union ( vasaha ): scheduled order {pari^alt), [desire for] progeny 
{phala), newness of relation {nav&tua), birth of a child (pras am), 
time of sorrow (duhkha) and of joy ( pramoda ) a . 

209. When the Conjugal Union ( vasakd ) is due, kings 
should go to the bed-chamber of a queen even if she may be in her 
menses or may not be his favourite. 

Eight kinds of Heroine 

210-211. In this connexion Heroines, (nay'dca) are known 
to be of eight kinds such as, “one dressed up for Union” (vasak 
Sa ija), “one distressed by separation” ( virahollcanlhita ,), “one having 
ber husband in subjection” (* vadluna-bhwtrka), “one separated 
[from her lover] by a quarrel” (IcaUhantarita), “one enraged with 
her lover” (khandita), “one deceived by her lover’ (vipralabdha) 
one with a sojourning husband” (prositobhavlrka.) and one who 
moves to her lover” (abhisarilcti) 1 . 

204 (C.XXXI.103; K.XXII. 191). 205 (C.XXXI.104;K.XX1U92). 

206 (C.XXXI.105; K.XXI1.193). 

207 (C.XXXI.106; K.XXII.194). 1 Of. KS. V. 1,16. 

208 (C.XXXI.107; K.XXII.195). 1 See Henucaudra’s vijti on this 
Passage'quoted in KA. (p. 307) where ho copies Ag. (p. 477) verbatim. 

2 This rule- of the Conjugal Union ( vasaka ) seems to have been 
Relaxed at the time of Vatsyayana. See KS.III. 2, 61-63. 

209XC.XXXI.108; K.XXII.196). 

210-211 (C.XXXI.109-110; K XXII.10M98) 1 See THU 1.23-27. 
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The Heroine dressed up for Union 

212. A woman who in eager expectation of love’s pleasure 
decorates herself joyfully when the Conjugal Union (vasahi) is 
due, is a Heroine dressed up for Union (vasaleasajja) 1 . 

The Heroine distressed by separation 

2 lo. A woman whose beloved one does not turn up on 
account of his preoccupation with many other engagements and 
makes her sad, is a Heroine distressed by separation ( virahot - 
hanihila) 1 , 

The Heroine having her husband in subjection 

214. A woman whose husband captivated by her conduct 
is well as by love’s pleasure {surata) from her, stays by her side, 
and who has pleasing qualities, is a Heroine having the husband 
in subjection (svadhmabhartrlca) 1 . 

The Heroine separated by quarrel 

215. A Heroine separated by quarrel ( kalaliantarita ) is a 
woman impatient for her lover who has gone away due to a quarrel 
or jealousy, and does not return 1 . 

The enraged Heroine 

216. A woman whose beloved one on account of his attach¬ 
ment for another female does not come for”the Conjugal Union 
when it is due, is an enraged (Jchandita) Heroine 1 . 

The deceived Heroine 

217. A woman whose lover does not come to her for a 
certain reason even when the female Messenger was sent to him 
and a tryst was made, is a deceived Heroine {oipralahdhWi 1 , 

The Heroine with a sojourning husband 

218. A woman whose husband (lit. the beloved one) is 
living abroad on account of various duties and who wears her 



212 (C.XXXI.lll; K.XXII.199). 1 Cf. NL. 25251F; DR. II. 24; BhP. p. 99. 

213 (C.XXXI.U2; K.XXII.290). 1 Cf. NL.2530ff; pR.II.25; BhP. p. 100. 

214 (UXXXJ.113; K.XXII.201). 1 Cf. NL.2568ff; DR. II. 24; BhP, p. 99. 

215 (C.XXXI.ll l; K.XXII.202). r Cf. NL.2550; DR. II. 26; BhP. p. 99. 

216 (C.XXXI.l 15; K.XXU.203). ' Cf. NL.2536tf; DR. II. 25; BhP. p. 98. 

217 (C.XXXI.l 16; K.XX1I204). 1 Cf. NL.2542ff; I)R. 11. 26; BhP. p. 99. 

218 (C.XXXI.l 17; K.XXI1.205). 1 Cf. NL.2556f; DR. II. 27; which uses 
the theta - n profit a fifty a, BhP, p. 100. 
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hair hanging loose, is called a Heroine with a sojourning husband 
(pros itabha r trie a ) 1 . 


Heroine moving to her lover 

219. A woman who due to love or infatuation is att acted 
to her lover and gives up modesty for going out to meet ! i a, is 
called a Heroine secretly moving to her lover (abhisavika) 1 . 

Representation of the different Heroines 

220. Heroines in a Nataka should be of these conditions. 

I shall speak of the manner in which the producers are to represent 
them 1 . 

Enraged, deceived and quarreling Heroines 
221-223. Enraged ( khandita ), Deceived ( dpralaklha ), 

and Quarreling (Jccilcihautcivita) Heroines should be represented 
by anxiety, sighs, lassitude, burning of the heart, conversation with 
female friends, looking to one’s own condition, weakness, depres¬ 
sion, tears, appearance of anger, giving up of ornaments and toilet, 
sorrow and weeping 1 . 

The Heroine with a sojouring husband 
223b. The Heroine with a sojourning husband ( pmita - 
bhartrL'a) should also he represented with these states 1 . 

The Heroiuc having the husband in sujection 

221. A Heroine having the husband in her subjection 
should be represented with gaudy and brilliant dresses, face beam¬ 
ing with pleasure and having an excess of physical charm 1 . 

Different classes of Heroine moving to her lover 
225. Whether she may be a courtezen, a lady of high 
family or a maid-servant, the producers should make the Heroine 
move to her lover in the special manner described below 1 . 


219 (C.XXXL118; K.XXH.206). 1 Of. NL.2572ff; DR. If. 27. see 
fchP. p. 100. 

220 (C.XXXL119; IC.XX1I.207). 1 Yatm yojyam firoyoktrbhih, C. 

for kamatantram anekadha. K, 

221-223 (C.XXXI.120-122a; K.XXlI.208-2l0a). 1 Cf. DR. H 28; 
of- B1,P. p. 98-100. 

223b (C.XXXI.l22b; lC.XXII.2l0b). 1 Cf. BhR. p. 100. 

224 (C.XXXI.l23; IC.XX11.211). 1 Cf. DR. II. 28. Cf. BhP. p. 99. 

225 (C.XXX1.124; K.XXI1-212). 1 Cf. DR. 11. 28. Cf. BhP. p. 100. 
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Tlic Courtezan 

226. [In going down to her lover] the courtezan is to have 
her body beautifully decorated with various ornaments and to 
walk slowly in the company of her attendants and with [a display 
of] passion Ramadan a) and joy 1 . 

The woman of high family 

227. [And in such a situation] a woman of high family 
will cover her face with a veil, and walk timidly with her limbs 
contracted, and will [very often] look back 1 . 

The hand-maid 

228. And [in the same situation] a hand-maid will walk with 
uneven steps (aviddhajati) and eyes beaming with amorous joy, and 
will talk distortedly through intoxication (madasldialita-savildpa ). 1 

How to meet a sleeping lover 

229. If the beloved (lit, this one) is in bed anti she finds 
him manifestly (suvyalctam) asleep she [should] awaken him in the 
manner I am going to mention 1 . 

230. A woman of high family is to awaken him by [the 
sound of] her ornaments, the courtezan by the sweet (lit, cool) scents 
and the handmaid by fanning the beloved one with her clothes 1 . 

231. [In this connexion] the scolding words of women friends 
are to be strong but sweet, and beautifully puetuated by sighs 1 . 

232. This is the rule of love making for women of high 
family and others, for the Nat aka is to represent all the States [in a 
Heroine]. 



226 (K.XXli.213). 1 Road 226 as samadana firdkrsta ca etc. Cf. 

NL.2580ff; BliP. p. 101. 1. -1-10; SD. 117. 

227 (K.XXII.214). 1 Road 227a. as samlina svesu galresu etc. Cf. 

NL.2576ff; BhP. p. 100,1.19-22- SD. 117. 

228 (C.XXXI.l25a; K.XXII.215). 1 Read 228a as madaskhalita- 

samlaph. etc, Cf. NL.2580ff; BhP, p. 101,1. 11-15. 

229 (C.XXXl.l25bc; K. XXII. 216). 'Read 229a as *f*il ail 

tP* fW Of. BhP. p. 101,1.16. 

230 (C.XXXII.217). 1 Cf. BhP. p. 101,1. 16-22. 

2 51 (O-XXXI.126). 1 It scorns that one or two couplets have been 

lost before this. Wo give merely a tentative trans. of it. 

232 (K.XXII.218). 
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1 THE BASIC REPRESENTATION 
The Conjugal Union 

233. For a woman newly in lore or for nn enraged woman 
when she is not coming [of her own accord], the Conjugal Union 
should he arranged through some means or excuse * 1 . 

234. [A woman] always enjoys with pleasure various orna¬ 
ments, dresses, scents and garlands which arc charming and are of 
the best kind 1 . 

235. Just as a man does not come under the control of love 
when he has not [previously] met any woman, so being united, 
with the beloved woman [such a person] becomes doubly delighted 1 . 

Behaviour at the Conjugal Union 
230. At the time of Conjugal Union (lit. union of love) 
there should be amorous feelings, gestures, words and sportful 
movements of the sweetest kind (lit. having a special quality of 
sweetness) and especially looking at each other with love 1 . 

Preparation for the Conjugal Union 

237. When the Hero (i. e. the beloved one) comes, a 
woman on her part should make some special preparation for the 
Conjugal Union which will give rise to pleasure 1 . 

238. After wearing simple clothes, putting on garlands and 
using sweet scents she should take up the mirror again and again 
oven when she had done with it (lit. has become successful) 1 . 

239. In preparing for the Conjugal Union one should not 
put on too many ornaments, [among these] the Rasana and the 
Nupura which have a sound are often to be preferred 1 . 



233 (C.XXXI.127; K.XXII.219). 

234 (C.XXXL128; K.XXII.220). 

235 (C.XXXI.129; K.XXII.221). 
have been lost before this couplet. 

236 (C.XXXI.130; K.XXII.222). 
have been lost beforo this couplet. 

237 (C.XXXI.131; K.XXII.223). 

238 (C.XXXTA32; K.XX1I.224). 

239 (C.XXXI.133; K.XXII.225). 


1 K.’s reading is very corrupt. 

C. sapade'mir for sal yadti air, K. 
1 Hero to some passage seems to 

1 Hero also some passage seems 

1 IC. roads 237a as fin: KW 

1 K. reads 238b as 

1 Vasopacare K. vasopachro C. 
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Acts prohibited on the stage 

240. [In representing various 1 activities of women] there 
should be on the stage no ascending of the bed-stead, no bath, no 
use of unguents and collyrium, no decoration of the body and no 
handling of their breasts or hair 1 . 

241. And women of the superior and the midding types 
should not bo shown as poorly draped (aparrla) or wearing only 
one piece of garment (e Iravaslra) and they should use no colour 
for their lips 1 . 

242. - Such a rule [of dresses] will suit only the women of 
Jhe infei’ior type, because of their low nature- But on certain 

iccasions they too are not to bfe represented like that 1 . 

243. Men and women of the courtezan class in a play 
should take up a flower after they have dressed themselves up (lit, 
having taken ornaments). 

244. If a woman with a decoration [of her body] awaits 
the arrival of her beloved, she should cleverly finish it so that 
nothing contrary [to propriety] finds expression 1 . 

The. Heroine in expectancy 

245. After finishing the preparation for the Conjugal 
Union, the Heroine should sit down and expect [every moment] 
the coming of the beloved (lit. Hero) while listening the sound of 
of striking the Nadikas 1 . 

246. After hearing the sound of [the expected] Nadika the 
Heroine overcome [with joy) on [the chance of] the beloved one’s 



240 (C.XXXI.134, Cf. K. XXII-225). 1 This shows the high moral 
sense of the people of the time. 

241 (C.XXXI.135; K.XXIJ.227). 1 Seo above 240 note- 

242 (C. XXXI.136; lv.XXII.228). 1 That is, they might appear on 
the stage as poorly draped or with one piece of garment or might have 
their lips painted. 

243 (C. XXXI. 137; Cf. K.XXII-229) 

244 (C.XXXI.138; IC.XXII.230). 1 Read the couplet as follows : 

245 (C.XXXI. 139 of K.XXII.331). 1 NaWch-K, nhyika. C. 

246 (C.XXXI.140; K.XXlI1.231b, 232a). 1 Nalika K. nayika C, 
Suvina-hrdaya, C. (irasla-hrdayn, K). 






THE BASIC REPRESENTATION 


473 



V. 253 ] 

doming should run towards the gate [of the house] with a trembl¬ 
ing [body] and with her heart about to stop (lit. motionlees). 

247. And holding the door-frame with her left hand, and 
a door-blade with the right one, she should with straight eyes 
look up for the arrival of the beloved. 


248. Overcome with apprehension she should show reason¬ 
able [signs of] fear when the beloved will fail to appear (lit. not 
seeing the beloved), and should turn sad for the moment. 

240. Then after heaving a deep sigh and lowering her look 
(lit. face) she should with a motionless heart drop down herself 
(lit. her limbs) on a seat. 


250. Due to a delay of the beloved she should connect 
(lit. ponder over) his coming with causes (lit. considerations) which 
may be good or bad, 

251. She will think [as follows :] “Could the beloved have 
been held up by duties to his superiors, by the friends, or by the 
ministers engaged in affairs of the state, or could he have been 
detained by some favourite woman ?” 


252. She should represent appearances connected with the 
various good or bad causes [mentioned above] by means of personal 
omens like quivering or throbbing [of a particular limb]. 

Personal omens 


253. Personal omens indicating occurrence favourable to 
'vonien will occur to their left [side] while omens in case of all 
’mdesireable happenings will take place on their right. 

247 (C.XXXI 141; K.XXlI.232b, 233a). 1 C roads as 247a 
Viftem fipTnwn; w e with K. 

248 (C.XXXI. 142; K.XXII.233b-234a). 1 K.’s reading is corrupt. 

249 (C.XXXI. 143; K.XXII.234b-235a)» 1 K. reads nayamtnbu for 
^syari caiva, C. 

250 (C.XXXI. 144; K.XXII.235b-23Ca). 

251 (C.XXXI.145; K.XXII 236b-237a). 

252 (C.XXXI.146; K.XXII.237b-238a). ^ 1 K. reads 252 as 

253 (C.XXXI. 147 ; K. XXII. 238b-239a), 1 anistem, C. for 

dt *ruktem, K. 


60 
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234. If the left eye, eyebrow, forehead, lip, arm, breast or 
thigh throbs, this will indicate the coming [of the beloved]. 


255. If these will throb differently 1 that will indicate some¬ 
thing calamitous (lit. not desired). In case of perceiving such bad- 
omens she should at once faint 2 . 


256. As long as the beloved has not come, her hand will 
rest on her cheek, and being careless about her toilet she should 
go on weeping. 

257. But afterwards on seeing some good omen indi¬ 
cating his arrival the Heroine should represent that the beloved 
one has drawn near by means of feeling 1 his smell. 

Heroine’s reception of the beloved 

258. On seeing him [come] she should joyfully get up and 
proceed to receive the beloved and look at him with eyes 
beaming in pleasure. 

Receiving the guilty lover 

259. But [in case of] the beloved one who has come with 
the signs [of meeting another woman] and green wounds 1 [received 
from her] she should point out [the man] after assuming the Ayata 
posture (sthana) with her hand in the hand of her female friend 2 . 


260. And the beloved one being found guilty he should be 
given censure in due order by means of [appropriate] gestures 
and reproachful words as well as by Jealous Anger {mam), Insult 
(avamana). Fainting ( sammoha) or Dissimulation (avahittha) 1 . 

261-263. Due to reasons like the application of Dissimu¬ 
lation, the use of bidden words or of laughter, curiosity, flurry, 
calamity and acceding to a situation of fun and to his 

254 (C.XXXI.148; K XXII.239b-240a). 

255 (C.XXXI.149; K.XXII.240b-241a). 1 That is, if the right ey 

and eyebrow etc. throb. 2 K. reads 255 a as sfara 

256 (C.XXXI.150; K.XXH.24lb-242a). 

257 (C.XXX.151; K.XXII.242b-243a). 1 That is, by representing it 

with gestures. 258 (C. XXXI.152; K.XXII.243b). 

259 (C.XXXI.153). 1 i.e. of biting and scratching. a K. omits this- 

260 (C.XXXI.154-155a, K.XXIl244-245a). 

261-263 (C.XXXI.155a-157a; K.XXII.247-248). 1 K. reads dharm- 
artha-kmiaryogem. 




concealing any fault, the Heroine should speak to the beloved 
even if [his guilts require that] he should not be spoken to. 


203-264. Where there is affection there is fear also. And 
where there is jealousy there occurs love (madana). 

Causes of jealousy 

The causes of this (i.«. jealousy) are fourfold : Depression 
( vaimanasya ), Mixed Feeling ( vyalllca ), Disgust (vipriya) and 
Anger ( manyu). Please listen about their description. 

Depression 

205. Depression (vaimanasga) arises from seeing the 
beloved one walking lazily due to sleepiness and lassitude, and 
discovering signs [of his Union with another woman] and fresh 
wounds [received from the latter]. 

266. This should be represented with an intensely jealous 
face, great trembling of limbs due to anger, and utterance of 
words like “It is good”, ‘Tt is nice'’ and “It is beautiful.” 

Mixed Feeling 

267. Mixed Feeling (vyalilca) arises due to jealousy mixed 
with joy when one’s beloved stays [near by] even after he 
bas been treated with insult. 

208. Mixed Feeling should be represented by standing 
brmly on legs with the left hand on the breasts and the right 
°ne violently gesticulating. 

Disgust 

269. Disgust (vipriya) will arise when the beloved one 


2 K, reads before this three hemistichs $45b-246) as follows -. 

«fhnr ’lratsui i fieuiw eft a«rt i qfcaltt ^ ^ STfwr- 

(Women's outburst of .speech should be in Gfithii ( in the following 
cases] : ia confidence, affection, suspicion, love, satisfaction, joy, courtesy 
infliction of abuse). 

263-264 (O.XXXI.l57b-159a; K.XXI 1-249-250). 

265 (C.XXXI.l59bc; K.XXII.251). 

266 (C.XXXI.160: K.XXII.252). 

967 (C.XXI.161; K.XXU.253). 

268 (C.XXXI.162; K.XXII.254). 

269 (C.XXXI.163; K.XXIU55). 
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says that “I live while you live,” I am your slave” and “You 
are my love,” but behaves in a different manner. 

270. Representation of Disgust should be made by a 
cold treatment to the female Messenger, disregard for the letters 
and indifference about giving reply to any question [made by 
the beloved*] and also by shaking the head. 

Anger 

271. Anger (mam/u) arises [in a woman] when the be¬ 
loved one comes to her after his Union with a rival woman 

and boasts about his good luck in this matter, and discloses 
the signs of such a Union. 

272. Anger should be represented by giving up the Valayas 
and throwing up the Havana in a loose manner and by timid 
and tearful eyes. 

On treating a lover at fault 

273- On seeing the beloved one standing much ashamed, 

and afraid due to his guilt, [the Heroine] should harass him 

with rebuke made up of words spoken in jealous [indignation]. 

274. But no very cruel words should be uttered, and 
very angry words should also be avoided. [The Heroine] should 
speak tearfully things referring to her ownself. 

275-277. This attitude should be represented by the middle 
Huger touching the edge of the lower lip and a hand placed on the 
breast and by looking with eyes upturned, or by a Karana in which 
a hand is placed on the hip and the fingers are separated (?)> or by 
moving the head and bending it to see the nails or by a look of 
Dissimulation or by beautiful finger gestures indicating threat. 

270 (C.XXXI.1C4; K.XXII.256). L Or by the messenger. 

271 fO.XXI.165; K.XXII.257). 

272 (C.XXXI.166; K.XXII.268) 

273 (C.XXXI.167; K.XXH259). 

274 (K XXII.260). 1 Emend m camhkrodhanaf iuto no, copy- 

aHVrodhana 

275-277 (C.XXXI.168, 169a; XXIV*. 268b-269; K XXII. 261-263). 
'Read 275a sw flwWiPtfwn 'nfam ; for the rest we follow C. 
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278-279. After saying ‘"You are shining”, “You look well”, 
“Why are you tarrying”, “Don’t touch me ’, "‘Go to the beloved who 
is in your heart”, “And go away”, one should turn back and make 


jokes with words which do not require any reply. 

280. In case of being taken forcibly by the dress, the hand 
or the hair (lit. head) the woman should be softened even after 
seeing the guilt [of the beloved]. 

281. When taken by her hand, dress or hair the woman 
should slowly release herself from the beloved. 

282. When taken by her hair, hand or dress the woman 
should enjoy (lit. take) his touch in such a way that the beloved 
one does not perceive it. 

283. The woman should slowly release her hair [from the 
hands of the beloved] by standing first on her toes with limbs bent 
and then taking to the Apakranta Can. 

284. Her hair being not released [due to efforts of the 
beloved] the woman should perspire on his touch and say “Him 
him, let [my hairs] go”, and “Go away”. 

285. After hearing the angry words like “Go away” the 
'over (lit. man) should [first] go away and then come back to start 
talking to her on any pretext. 

286. Then the woman should make movements of her hand 
while uttering “Hum hum ”, and during these movements she 
should speak to him with an imprecation (mpatha). 

287. In case of her clothes being taken away [by the 
beloved one] the woman should either cover her eyes, or turn them 
(<• e. eyes) to her back and cover her Nivi. 

278-279 (C. 270-271; K.XXII.264-203). 1 iobhase, K. i'obhana, 

" The trails. ot 279 is tentative* 

280 (C.'472; K.XX 11.466). 281 (0.273; K.XX11 267). 

282 (0.274; K.XXI1.268). 

288 (<-'.270; KXXII.269). ' fik* NA X1.30 

284 (0.276; K.XXIT.270). 286 (C;277; K.XXU.271). 

286 (0.278; K.XX1I.272). 287 (0.279; K.XXI1.273). 
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288. A woman should harass her [offending] lover 
till he will fall to her feet ; but on his falling at her feet 
she should look to the female Messenger. 

289- 290. Then the Heroine should embrace the beloved 
and with the object of love’s enjoyment she should joyfully walk 
[with him] to the bed. All these should be represented [only] by 

songs with a gentle dance. 

290- 291. When in a play there is any speaking to the sky 
depending on other men’s speech, which relates to love’s pleasures 
.and (he Erotic Sentiment, then the same line of representation 
should be followed by a woman. 

292. The same should be the rule of representation in 
whatever [else] relates in a play to the inner appartment (harem) 
and is connected with the Erotic Sentiment, 



Acts forbidden on the stage 

293. One knowing the dramatic convention ( naiyadharma ) 
should not represent sleeping on the stage. But some need occur¬ 
ring for it one should bring the Act to a close. 

294-295. If out of any necessity anyone sleeps alone or 
with anyone, no kiss or embrace or any other private acts such as 
biting, scratching with nails, loosening the Nivi, the pressing ol 
breasts and lips, should be presented on the stage, 

290. Eating [anything] or sporting in water and doing any 
immodest act should not be presented on the stage. 


288 (C.280; K.XXII.274). 1 Read the passage as follows.: 

289- 290 (C.281-282a; KXXII.275-276a). 1 K. reads 290 with some 

variation. Tn trans. it is as follows : Then the woman will tolerate (lit. 
accept) the touch of the beloved and holding him up properly [from the 
feet] lead him to the bed. 

290- 291 (C. 282b-283; K.XXII.276b-277). 1 Emend eakasa-parusam, 
into cakaxa-bhasitam. The trans. is tentative. 

3 Read bhavet kavye (bhavet karya, C. nay it kavye. K). 

292 C. 284; K.XXII.278). 293 (C.285; K.XXII.279). 

294-295 (C.285-287; K.XXII.280-281). 1 This shows the high moral 

tone of the Indian theatrical art. 296 (0.288: K.XX11.282), 
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297. As a Nataka is to be witnessed by the father and the 
son, the mother-in-law and the daughter-in-law [all sitting together] 
these acts should be avoided. 

298. Experts should write Natalias with pleasant and not 
very harsh words giving rise to good counsel. 

Endearing terms of address for the beloved 

299. Now hear about terms which women in love are 
to use to their beloved ones when the Union takes place. 

300. Such terms are •‘dear” {priya), “beloved” (Icanta), 
“affectionate” (' vinita ), “lord” {natha), “master” {svamin), “life” 

(jlvita) and “joy" (nandema). 

Angry terms of address for the beloved 

301. In case of anger terms used may be “ill-natured” 
(duhsila), “tyrant” (duracara, lit. ill-doing), “deceitful” {salha), 
“hostile” (vama), “indifferent” ( virupa), “shameless” ( nirlajjn) 
and “cruel” (nisthura). 

Endearing terms of address 

302. He who does nothing undesirable, speaks nothing 
improper, and always conducts himself uprightly is called dear 
{priya). 

303. He in whose lips or [other parts of] the body no 
sign of Union with another woman is visible is called “beloved” 
{Icanta). 

304. He who even in his anger does not cross words 
[with the woman he loves] and does not use any harsh word 
is called “affectionate” ( vinita, lit. disciplined). 


297 (C.289; K.XXII.283). 

298 (C.290; K.XXII.284). 

300 (C.292; K.XXII.286). 

301 (0.293; K.XXII.287). 

302 (C.294; K.XXII.288). 

303 (0.295; K.XXIL289). 

304 (C.296; K.XXII.290). 


1 See above 294-295 note 

299 (C.291; K.XXII.285). 

1 BhP. (p. 107,1. 7-9) has eleven terms. 

1 BhP. (p. 108,1. 10-11) has eight terms. 

1 Cf. BhP. p. 107,1.14-15. 
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305. Ho who maintains an intercourse with a woman by 
sweet words ( Santa , lit. conciliation), gifts (artha), providing, 
enjoyment, caress and maintinance, is called “lord” ( natha ). 

306. He who is a well-wisher [of his beloved woman], is 
able to protect her, is not conceited or jealous, is always alert 
on every occasion, is called “master” ( svamin ). 

307. He who takes to the bed to please the woman 
tactfully by [providing] enjoyments according to her wishes a lid¬ 
ded res, is called “life” ( jlrita ). 

308. He who is high-born, patient, clever, kind, master of 
words and fit to be praised among women friends, is called “joy” 
(nan dan a). 


3<»9. These words are used to highten the charm of love’s 
enjoyment. I shall now speak of words which indicate an want 
of love. Hear about them. 

Angry terms of address explained 

, He ' v h° is cruel, impatient, conceited, shameless, 

bragging, given to crossing words is called “ill-natured” (duUila). 

311. He who out of indiscretion restrains a woman’s 
movement or beats her or uses harsh words to her, is called a 
“tyrant” (duracara). 

312. He who for his own purpose speaks sweet words 

but does not put them into practice is called “deceitful (satha). 

313. He who even being forbidden to do anything does 
that very thing, is called “hostile” (vama). 


305 (C.297; K.XXII.291). 1 Cf. BhP. p. 107b. 1. 16-17. 

306 C. 298; K.XXII.292). » Cf. BhP; p. 107b, 1. 18-19. 

307 (C.299 K.XXII.293). 1 Cf. BhP. p. 103b, L 4-5; the term here 
is jivitesa, 'lord of life’. 

308 (C 300; K.XXII.294). 1 Cf. BhP. p- 108b, 1. 2-2. 

309 (C.301; K.XXII.295). 

310 (C.302; K.XXIT.296). 1 Cf. BhP. p. 108b, 1. 14-15. 

311 (C.303; K.XXII.297). 1 Cf. BhP. p.l09b, 1. 4-5. 

312 (C.304; K.XXII.298). 1 Cf. BhP. p. 108b, 1. 20. p. 109b, 1. 1. 

313 (C.305; K.XXII.299). 1 Cf. BhP. p. 108b, 1. 12-13. 
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314. He who has green wounds [received from a another 
woman] and is proud of it and remains silent [in conceit] is called 
“indifferent” ( virupa ) 1 . 

315. He who approaches the woman more resolutely than 
ever even when he .is guilty [towards her] and bears the marks 
of such a guilt and is forbidden to approach, is called shameless 
(nirlajja) 1 . 

316. He who being guilty towards her tries to enjoy a 
woman’s embrace by force and does not think of concilating 
her, is called “cruel” (nidhura) 1 . 

317. These are the ways of using words to indicate whether 
a lover is dear or not so. In different circumstances 1 one should 
use the opposite [of these] 2 . 

318. These should be the rules [of address] in songs with 
a gentle dance as well as anything to be expressed in words foi the 
Erotic Sentiment 1 . 

319. This is the rule about the representation of incidents 
relating to the harem. I shall now describe in detail the rules 
regarding the goddesses (lit. celestial females) 1 . 

Goddesses in human roles 

320. The dress of goddesses is always brilliant, their mind 
is always full of joy and their time is always passed happily 

end in sports. 

321. Celestial males have no jealousy, anger and malice 
*u life and they require no propitiation of their females. 


314 (C 306; K.XXII.300). 1 Of. BhP. p. 108b, 1. 14-15. 

315 (0.307; K.XXII.301). 1 Of. BhP. p. 108b. 1. 18-19. 

316 (0.308; K.XXII.30-2). 1 Cf. BhP. p. 108b. 1. 20-21. j 

317 (C.309; K.XXH.303). 1 That is, in irony {$ollun\ham-bhmta){ 
See SD. 107. 

* K. reads 317b as TOt. 

318 (C. 810 ; K.XXH.304). 1 K. reads 318b as 

319(0.311- K.XXII.307). 1 Iv. repeats before this 277a and the 

following jzrrc vriO and XXII. 278 afterwards. 

320 (C.312; K.XXII 308). 321 (C.313; K.XXII-809). 
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322. When celestial- women unite with human beings 
they are to assume all the States of a mortal. 

323. When celestial women sustain a fall [from the 
heaven] clue to fl curse, they are to be united with human males 
and should be approached in a suitable manner. 

324. [Remaining] invisible, she should tempt them with 
her voice and with [the scent of] flowers in her decoration and then 
revealing herself for a moment she should disappear 1 . 

325. Infatuation in a play grows out on coming to have 
drosses, ornaments, garlands [of Heroines] and letters [sent by them]. 

320. Love growing out infatuation will be pleasing, and 
that [love] which is natural will bring about different enjoyments. 

327. Being reduced to human existence celestial males 
should assume all the States which are proper for men and 
should behave like them. 

328. This should be the practice in connexion with kingly 
Etiquette in relation to the harem The Etiquette in relation to 
the outsiders will be treated in rules regarding Courtezans (vaisika). 

Here ends Chapter XXIV of Bharata’s Natyasastra 
which treats of the Basic Representation 


322 (0.314; K.XXII:3to). 823 (C.315; KXXII.311). 

334 (C.31G; KX.XIl.3l2). 1 Ttead pralobhayet (finlo bhavet, K. 
7 rhpi ya bhavet, C.\ 

325 (0.317; K.XXII.313). 226 (C.318; K.XXJI.314). 

3-27 (0.319; K.XX1I 315). 328 (0.320; K.XX1I.316). 






CHAPTER TWENTYFIVE 
DEALINGS WITH COURTEZANS 
The definition of a Gallant 

1. One excelling (visesayet) 1 2 in all the ails (Lt/d) " IS 
called a Gallant (• vlisika ) or one is so called because of bis dealings 
with the courtezans (wsyopacara ) 3 . 

2. A man who has learnt all the arts (kal&) 1 and is an 
adept in all the crafts (silpci ) 2 * * and can [besides] captivate the 
heart of women, is called a Gallant 8 . 

Qualities of a Gallant 

3. His thirty three [characteristic] qualities are briefly of 
throe classes ■ physical, extraneous (cihavya) and psychological 
(sahajit , lit. natural). 

4-7. One who is well-versed in the Sastras, skilled in arts 
and crafts, well-formed, pleasant-looking, powerful, possessing self- 
command, deaireable age, dress and pedigree, is friendly (svnibhi), 


1 (C.I; K.XXm.l). 1 This is an instance of folk-etymology. 
VaiUsa the base of the participle vimayel should have given rise 
to vatiestka and not to vaisika. See BhP. p. 100, 1*10. 

2 These are generally considered to be sixtyfour in number. Sec 
Vatsyayana. KS- I. 3- 34 But the Jaius have then- number as 
seventytwo (Sec Amulya Chandra Sen, “Social Life m Jam Literature, 
Calcutta, 1933. pp. 12-15). 

8 This etymology is rather sensible. For vega (residence of courte- 
zans) is conuectod with vcsyn (woman who is available foi a to 


members of the tribe or the settlement). 

2 (C.2; K.XXII1.2). 1 See above 1 note 2. 

3 The word kala is usually synonymous with silpa. I or the mos o 
«1C sixtyfour items iuclndrd b, Vatsyayunu Cl.c.) are uotiung but 
wafta. u„t wlicu the two words are used together tu a seuteuee 

illpa may be taken in the souse of craft onh. 

8 Another name for W&ka (Gallant) Beems to be vi[a. See Kb. 

1-416; 8D.8U aud also NS. XXXV.74 

3 (C.3; K.XXHI-3). , 

•4-7 (C.4-7; K.XXHL4-7). \ See BhP. p. 106, 1.2-9. 
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sweet-tempered ( madhura ), munificent, patient, free from bragging, 
fearless, accustomed to use sweet words, clever, prosperous, clean 
[in his habits], expert in the practice of love, honest, able to act 
suitably to time and place, speaker of no pitiful words, accustomed 
to speak smilingly, eloquent, careful, sweet-tongued, greed less as a 
partner, full of faith, firm in resolve, without trust even in accessible 
(jamja) women and has a sense of self-respect, is called a Gallant. 

S. [According to another authority] his .six [special] 
qualities are : that he should be devoted [in his love affairs], clean 
[in his habits], self-possessed, honest, intelligent and able to talk 
pn varied topics ( citrabhidhayi ) * 1 . 

The female Messenger 

9-10. A wise woman, female storyteller, a female ascetic or 
a woman of the stage 1 , an intelligent woman, a female neighbour, a 
female friend, a maid-servant, an unmarried girl, a era Its-woman 2 , 
a foster-mother, a nun 3 or a female fortune-teller [can be employed 
as] a Messenger ( dull ) 4 . 

Qualities of the Messenger 

11. A wise person should never engage as a Messenger 
any persons (lit. male or female) who is foolish, beautiful, wealthy 
or diseased 1 . 

12. Any woman should be engaged as a Messenger when 
she knows the art of encouraging [the beloved], is sweet in her 
words, honest, able to act suitably to the occasion, charming in her 
behaviour and is able to keep secrets 1 . 


8 (C.8; K.XXIII.8). 1 Read 8b as ’S'a m W 

C; and Ag. have the correct reading). 

9-10 (C.9-10; K.XXHI.9). 1 Ag. (p.480) explains rahgopajivlfll 
as rajakastri. 

* Of. DR. II. 29; SD. 157 separate the words haru and silp/u. 

3 A nun of the heretical sects like the Buddhists. See note 4 below. 

1 CL KS. V. 4. 23. 

11(0.11; K.XXUI.10). 1 K. reads Ha differently. Of. BhP. 

p.94 (1.9-10). 

12 (C.12; K.XXilJ.ll). - 1 Of. ICS. 1.5.28; SD. 158. 
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Functions of the female Messengei 
13. She should encourage [the beloved one] by mentioning 
the various ways of seeing [the lover] and should communicate 
the exact words [of the latter] and describe his condition . 


14. Besides this the Messenger should make an exaggerated 
statement about his birth, wealth and [capacity foi gi\ing] lo\e > 

enjoyment and say what [various] acts should be done [to facilitate 


the Union] 1 . 

15. The Messenger should in various ways bring about foi 
the man an Union with a woman who is in love for the first time 
or a beloved woman who has been angry with him . 

16-17. The first meeting of men [with women] may be made 
on a festive occasion, during night, in a park, in the house of 
a kinsman, a foster-mother or a female, or in a dinner-party 
0 nimantrana ), on the pretext of seeing a sick person, or in an 
empty house 1 . 

18. After meeting a woman in one of these various ways one 
should ascertain from different marks whether she is friendly or not. 


The woman overcome with love 

10. The womon who from her nature is smitten with love 
and does not conceal her amorous behaviour [at the sight of the 
beloved] is said to be “overcome with love” (madanalura). 

The attached woman 

20-23. When a women speaks of her lover’s a [good] quali¬ 
ties to her Friend, gives him hdr own money, ho non is hi.-' friends, 
hates his enemies, seeks to unite with him, becomes much pleased 
to see him, looks pleased after a talk about him, sleeps after he has 
slept, kisses after he has kissed her, rises [in the morning] before 
he gets up, puts up with suffering [for his sake], remain the same m 


To'/pv>. xr v YVTI.12). 1 Cf. K8.1.5 28, BhP. p. 94,1.4-13. 

14 (0 14; K.XX1II13). 1 Cf. K3. I. 5.28, BhP. p. 94 1.11-13- 

15 (C.15- K.XX111-14)- T Of. BhP. l>. 94 hH-lo. 

16-17 (C. 16-17- K.XXII1.15-16). - l Ag. (p. 480) says VwTw* V 


2cf. BhP. P- 94 1.16-19* 
18 (0.18; K.XXUI.17). 

20-23 (C.20-23; K.XXlH.19-22). 


19 (0.19; K.XXI1I18). 
1 See. BhP. p. 115,1.2-8. 



486 

happiness and misery and never becomes angry, she is said to- be 
“attached” (anuralcta ) 1 . These indicate her characteristics. 

The hostile woman 

24-27. The characteristics of a hostile woman areas fol¬ 
lows : when kissed she wipes off her mouth, speaks unpleasant 
words, becomes angry oven when sweet words have been spoken to 
her, hates his friends, praises his enemies, lies down on the bed 
with her back turned against him, goes to bed first, is never pleased 
even after a great deal of honour [has been shown her], never puts 
up with suffering, becomes angry without any provocation, does not 
look at him or greet him. The woman who betrays these signs 
fcli add be marked as “hostile” ( viraJda). 

Winning back of woman’s heart 

28*29. [The following measures may lead to] the winning 
(lit. taking) back of women’s heart 1 : constant effort [in this direc¬ 
tion], display of wealth, showing of good-will, proposal of giving 
money 2 , [actually] giving money, giving up the service of Messenger 
(lit. intervention) 8 and tranferrence of attachment (bh&vopaksepa).* 

Causes of hostility 

30-31. A man or a woman becomes hostile to the lover 
due to poverty, sickness, misery, harshness, want of learning, going 
abroad, offended self-esteen, excessive greed, transgression [of 
good conduct], coming back late [at day or night] and resorting to 
undesireable acts 1 . 

* Acts winning woiften’s hearts 

32. In connexion with love, one’s acts should be capable 
of winning the heart (lit. attachment) of women. Due to such acts 


24-27 (0.24-27; K.XXIII 23-26a). 1 BhP. p. 116. 1.4-5, 13, 6, also 
7-12, 14-19. 

28-29 (C.28-29; K.XXIIX.26b-28a). J Read 28a as 

2 Ag. (p. 481) explains this as follows : swelrfra 9’Wra:. 

a Read vyavadhinam for vyadhitanam, 0. vyadhUo yah . IC. 

1 Ag. (p. 431.) explains this as 

30-31 (0.30-31; K.XXUI*o8b-S0a). J Of. BhP. p. 117. 1. 8-11. 
32(0.32; K.XXUJ.‘30b-3la). 
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<‘i woman may bo kept out of anger and even it angry she may bo 
pacified 1 . 


33-35. A covetous woman should be won over by [making 
her} a gift 0 f money, a learned woman by knowledge of arts, a 
clever woman by sportfulness, a sensitive woman by acting to her 
desire, a woman who hates man by stories to her liking, a girl 
below sixteen ( baJci ) by a present of playthings, a terrified woman 
by cheering her up, a proud woman by servile attendance and a 
noble lady by the practice of arts 1 . 


The throe types of woman 

30. Women, are by nature of three classes : . superior, 
middling and inferior. 


The superior woman 

37-39. The woman who remains unperturbed when she has 
been offended, does not use harsh words to her beloved, has a short¬ 
lived anger, possesses skill in arts and crafts, is desired by men for 
her high birth, wealth, capacity for giving enjoyment and the like, 
•is an expert in the acts of love (kamat antra), is honest, possesses 
physical charm, becomes angry only when there is a [proper] 
Cause, speaks without malice and knows the proper occasion [for all 
acts] is of the superior class ( nttama ) x . 

The middling woman 

40-41. The woman who desires men and is desired by men, 
skilled in the acts of love, jtfalous of her rivals, is overcome with 
m alien and has a short-lived anger, is proud, and can ho pacified in 
moment, is of the middling class (t naithuamciY - 


The inferior womnu 

42. The woman who is angry without a suitable cause, ill- 
natured, very proud, fickle, harsh and remains angry for a long¬ 
time, is of the inferior class (tulhama ) 1 . 


1 Read 32b. as ycna ca ■priyatr etc- 

33-35 (0.33-35; KXXIIT.Slb-33). 1 K. omits. 54a. 

36 (0.30; K.XXI1I.34). 

37-39 (C.37-39; K.XX1II-35-37). 1 Of. BliP. !>• 10 b 1. 1«*. 

40-41 (0.40-41; K,XXIII.-33-39). 1 Of. EbP- P- 102, l 6-9. 

43 (C.42; K. XXI11-40). 1 Cf- BhP. P- 102,1.10-1.3. 






43. The youth of women when they have tasted love’s 
pleasures is manifested in four stages through dresses, limbs and 
their movements as well as [inner] qualities 1 . 


The primary youth 

44. The primary (yrathama) youth which has an enthusi¬ 
asm for sexual acts, is characterised by plump thighs, cheeks, 
hips, lips and firm breasts which are conducive to (lit. charming 
in) love’s pleasures 1 . 

The secondary youth 

45. The secondary ( dictiya ) youth which affords the best 
pleasure of love is characterised by full and round limbs, plump 
breasts and slender waist 1 . 

The tertiary Youth 

40. The tertiary (Jrtlya) youth which creats the utmost bril¬ 
liance [in women] is full of all kinds of beauty, exciting sexual 
desire and is maddening and rich in various qualities 1 . 

The quartenary youth 

47-48. The quartenary (caturtha) youth which is the enemey 
of love’s pleasure, comes when the primary, the secondary and the 
tertiary youths have gone by [one after another]. It is charac¬ 
terised by reduced physical charm due to sunken (lit. pale) checks, 
hips, lips, breasts as well as lack of enthusiasm for sexual acts 1 . 

Behaviour in the primary youth 

49 A woman in her first youth is to be known as one who 
cannot take much pains, is neither pleased or displeased with her 
rivals (females), and is attached to persons of mild qualities 1 . 

Behaviour in the secondary youth 

50. A woman in her secondary youth takes offence lightly, 


43 (C- 43; K.XXHI.41). 1 Cf. BhP- p. 103,1. 10. 

44 (C.44; K.XXIII.42). 1 Cf. BhP. p. 103, 1. 11-16. 

45 (C.45; K.XXIII.43). 1 Cf. BhP. p. 104,1. 2-11. 

46 (C.46; IC.XXIII.44). 1 Cf. BhP. p. 104, 1.13-14. 

47-48 (C,47-48; K.XXIII.45-46). 1 Cf. BhP. 105, 1. 1-6. 

49 (C.49; K.XXI1I.47). 1 Cf. BhP. p. 104, 1. 2-6. 

60 (C.50; K.XXIII48). 
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find her anger and malice is also not great, and in her anger she 
remains silent 1 . 


Behaviour in the tertiary youth 

51. A woman in her tertiary youth is an expert in love’s 
pleasures, full of malice for her rivals, has many qualities and 
is not secretive about her proud acts 1 . 






Behaviour in the quartcnary youth 
52. A woman in her quartenary youth is capable of capti¬ 
vating a man, has no malice to her rivals even if she is an expert 
in love’s enjoyments, and she always desires to remain unseparated 
[from her beloved] 1 . 

Five types of men 

53-54. These are the four stages of youth for the Heroine 
in a drama. I shall now describe the types (lit. qualities) of men 
with regard to their love-affairs (hamitantra) 1 . With reference to 
ibeir dealings (lit. application) with woman they are of five types, 
such as “excellent” ( catvva , lit. clever), “superior” (uttama), 
middling” (ynadlujama), inferior” (adliama), and “too old’ 
{sampraiydd h a ) 2 . 


The excellent man 

55. A man is to be known as “excellent” when he is sym¬ 
pathetic, able to endure hardship, skilled in pacifying anger in con- 
n ° x i°n with love, export in sexual acts and is honest. 


The superior man 

50-57. A man is to be known as “superior” when he does 
n °t do anything displeasing, is exalted (dhlrodatta) 1 , sweet-tongued, 
dignified, and knows thoroughly the mysteries of [human] feelings 
vd. heart). One who is sweet [in manners], munificent and feels 
° Ve > but is not overcome by passion, and when insulted by a woman 
gets disgusted with her, is [to be hnown as] a “superior” man. 


- 1 Cf. BhP. p. 104,1. 13-18. 

5 l (C.81 s K.XXIII.49). 1 Cf. BhP. p. 105, 1.1-4, 

S3 (0.52; K.XXIII.50). 1 Cf. BhP. p. 105,1. 8-10, 

53-54 (0.53-54; K.XXIII.51). 1 K. omits 53. 

3 Cf, BhP. 91. 1. 20ff. - 55 (0.55; K.XXIII.52). 

56-57 (C.56-57; K.XX1IJ.53). 1 The term is used in Inter classifies- 

tioils of Heroes. Cf. DR. H. 3-6a, BhP. p. 92 1. 2-3, 

62 
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The middling man 

58. A man who takes in every way the [emotional] states 
of a woman with calmness and is disgusted with her on discovering 
any fault of her, is to be known as “middling”. 

59. A man who makes a gift in proper time, does not have 
much anger even when he is insulted, but on discovering her act ol 
desceit gets disgusted with a woman, is to be known as middling «. 

The inferior man 

60-61. A man who shamelessly approaches a woman with 
a steadfast love even when she has insulted him and loves her 
more strongly in spite of a friend’s advice to the contrary even 
when he has come to know directly of her deceit, is to be known 
as “inferior”. 

The too old man 

62-08. A man who does not care for fear or anger, is 
foolish, naturally inclined to women 1 (?), obdurate, shameless in 
acts of love, rough in love-quarrels [and] in striking connected 
therewith, a laughing stock (lit- play thing) of women, is to 
be known as “too old”. 

Psychological approach to women 

64. Women are of different nature 1 and their hearts are 
mysterious. Hence a wise man should know them properly 
before approaching them. 

65. A man should deal with a woman according to the 
Science of Erotics (lamatantra) after lie has measured her feelings 
through different acts. 

66. Such acts are : Conciliation (samct) 1 , Gift ( prad&na = 



58 (C.58; K.XXHL54). 

59 (C.59; K.XXIII.55). 1 K. reads this as follows: W«r«WW!n WN- 

tm nm i wwt' sst ft** 

60-61 (C.60-61; K.XXI1I. 56-57). 

62-63 (C.62-63; K.XXIII. 58-59). 1 Road firakrti-prasakta-bhmntx ca. 

64 (C.64; K.xxm.60). 1 nan<ml(l> K. nnmlila, C. 

65 fC.65; K.XXII1.61). 

66 (€.66; K.XXIII.62). 1 Of. BhP. p. 214. 1. 7. These terms have 
been from the Arfcim^istru, 
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5darn '), Dissention (bheda), Chastisement (danda) and Indifference 
( upelcsa) to women. 

Conciliation 


67. Expressing one’s attachment by saying “I am yours”, 
“You are mine”, "I am dear to you and you are dear to me” is 

called Conciliation (eama). 

Gift 

68- Giving wealth, according to the measure of one’s 
property as occasions arise, and concealing the same undei some 
pretext is called Gift {pradana^dana) 1 . 

Dissention 

69. Showing the faults of one’s dear one by some- device is 
Dissention (bheda). 

Chastisement 

Restraining one’s movement or beating one is called Chastise¬ 
ment (danda). 

Application of Conciliation and Gift etc. \ 

70. An indifferent woman is to be re-united by Concilia¬ 
tion, a covetous one by giving wealth, and a woman attached to 
another person should be won over by Dissention. 

71. When from her indifferent attitude a woman begins to 

behave wickedly 1 she should be chastised with slight beating, 
and restraint of her movement. 


72. If after an exaustive adoption in due order of means 
such as Conciliation and the like, a woman does not come undei 
control then a clever man should be indifferent to her.* 


Reading a woman’s heart from her behaviour 
78. It is from the expression of her face or from her eyes 
or from the movement of her limbs that one is to know whether 
a woman hates a man or loves him or is indifferent to him. 


67 (C.67; K.XXHI.68). 

68 (C 68- K.XXI1I.64). 1 That is, iu joys and sorrows ( Ag.). 

69 (C.69; K.XXHI.65). 70 (C.70; K.XXIIL-66). 

71 (C 71- K XX1I1.67)* 1 Ag» explains this as de&anfuraifia] 

yancun piiruwntara'gainanatn. 

72 (C.72; K.XX1II.68). 78 <-0.73; K.XXHI.60). 







THE NATYASASTBA 


492 



A courtezan’s mercenary treatment of men 
74. Courtezans except when they belongs to gods or the 
king are always available for money to a man whether he is 
dear to them or not. 


75-76. [To them] a man [giving money] becomes dear even 
if they hated him before, becomes dearer than ever if she already 
was dear to them, appears to be well-behaved even if he is wicked, 
and to be possessed of good many qualities even if has none. 

On seeing him their eyeballs dance [in joy] and they smile as 
it were with eyes, and due to simulation of [proper] feeling their 
' faces put up a pleasant colour. 

77. Hence after understanding the feeling or it's want in 
women one should approach them according to the methods men¬ 
tioned in the Science of Love (fccimatantra) 1 < 


78. Passion arises in them after they have been treated 
properly or they have been separated after the first Union just as 
fire comes out of the wood. 


79. This is the traditional method of dealing with women 
so far as Gallants are concerned. This should be utilised in suit¬ 
able measure in the Nataka or the Prakarana- 

80. This is the method of dealing with courtezans to be 
followed by the experts. Now listen about the Special Re¬ 
presentation. 

Here ends the Chapter XXV of Bharata’s Natyasastra, 
which treats of the External Manners. 


74 (C.74; KXXIH.70), 

75-76 (C.75-76; K.XXIII.71-72). 

77 (K.XXIII.743). 1 C. omits this passage which is merely a 
V&rinnt of 65 (K.61). 

78 (C. 77 ; K.XXm. 74 ). 79 (C.78; K.XXIJL75). , 

80 (C.79; K.XXIII.76). 








CHAPTER TWENTYSIX 
SPECIAL REPRESENTATION 
Special Representation 

1. The peculiarity ( visesa ) which [is required] from time 
to time one in the use of Gestures and Words etc 1 , and which has 
yet been left unmentioned is known as the Special Representation 
( citrabhinaya ) 2 

Day, niglit ancl season etc. 

2-4 f To indicate morning and evening, day and night, 
seasons 1 / extreme darkness, wide expanse of water,' directions, 
planets, stars, and anything that is slightly fixed, one is to make 
the following gestures : two hands raised with Pataka 2 and 
Svastika 8 gestures, Udvahita head 4 5 6 looking upwards with various 
eyes [fitting each occasion]. 

Objects on the ground 

5. With same 1 gestures of the hands and of the head to¬ 
gether with the eyes looking downwards one is to indicate [objects] 
resting on the ground. 

Moonlight, happiness and air etc. 

0. To indicate moonlight, happiness, air, llavour (vat so) and 
smell, one is to use gestures for representing touch and lion ipiliation. 


1 (C.l; KXXV.l). 1 Ahgadyabhinayasyaiva, K. ( Ahgubhinayana - 

syeha. C.). ’ 

2 Ag. (p, 487) makes a scholastic discussion on the justification 
°f the term citrabhinaya. Bat this does not appear to be convincing, 
•fhe term seem 3 to hint at the pictorial effect of the direct or indirect 
use of gestures and may be explained as citralvam abhinayasaya, 
See N& XXIV. 1 note. 

2-4 (0.2-4; K.XXV.2-4)- 1 K. roads 3b as etc. 

and 4 as sitfm i •mmnwiNFS.. 

9 Sec NS. IX.17-26 3 See NS. IX.134 1 See NS. VIII.27 

5 (C.5; K.XXV.5). 1 As described above. 

6 (C.6; K.XXV.6). 
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The sun> dust.and smoke etc. 

7. To indicate the sun, dust, smoke and fire one is to cover 
one’s face with clothes. And heat of the ground and heat [of any 
other kind] are to be indicated by a desire for a shady place. 


The midday sun 

8. The mid-day sun is to be indicated by looking upward 
with half-shut eyes, and the rising or the setting sun by a represen¬ 
tation of the idea of depth. 


Pleasant objects 

0. To indicate anything pleasant and happy, one is to use 
gestures for representing the touch of one’s body together with 
horripilation. 

Sharp objects 

10. And to indicate things of sharp nature one is to use 
gestures for representing touch of one’s limbs and uneasiness and 
to narrow down his mouth. 

Deep and exalted feeling 

11. To indicate these in connexion with deep and exalted 
feelings one is to have the Sausthava 1 of the limbs and a display 
of pride and conceit. 

Necklace and flowers etc 

12. To indicate a necklace and a flower garland one is to 
hold the two Arala hands 1 in the place where the sacred thread is 
held and then to separate them from the Svastika 2 position. 

The idea of entirety 

13. To indicate the sense of “entirety” one is to move on 
the index finger, look round and press the Alapallava hand 1 . 

Audible or visible objects 

14. To indicate anything audible or visible whether it re¬ 
lates to the speaker or to the person spoken to, or to anyone else, 
one should point to the ears and eyes respectively. 


7 (C.7: K.XXV.7). 1 Rajo-dhlmanalams tat ha, C. ( rajadharma - 

nilau tat ha. K). 

8 (C.8; K.XXV.8). 9 (G9; K.XXV.9). 10 (0.10; K.XXV.10). 

11 (C.ll; K.XXV.11). 1 SecNS. IX.88-91. 

) 2 (C. 13; K.XXV. 12). 1 NS. IX. 46-52. 2 See NS. IX,134. 

13 (0.13; K.XXV.13). T See NS. IX.90. 

14 (C.14; KXXV.14). 
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Lightning and shooting stars etc. 

15. Lightning, shooting stars, thunder, sparks [of fire] and 
flame should be indicated by relaxed limbs and vacant eyes. 

Repugnant objects 

16. To indicate anything repugnant to oneself, one is to 
practice Udvestita 1 and Paravrtta( Parivartita) 2 Katanas of hands 
and to bend the head and to look obliquely, or to avoid contact. 

Hot wind and beat etc. 

17. To indicate hot wind, heat from the sky, warding off 
of dust, rains, insects and bees one should cover one’s face. 

Lions and bears etc. 

18. Lions, bears, monkeys, tigers and other beasts of prey 
should be indicated by holding Padmakosa 1 hands downwards 

in the form of a Svastika. 

Worshipping superiors 

ID. To indicate worshipping the feet of the superiors fe.mt) 
one should hold Tripataka' and Svastika* hands, and taking up ot 
the goad or the whip should be indicated by Svastika and Kataka 

[muklia]® hands. 

Numerals 

20-111. Numerals from one to ten should be indicated by 
fingers [of equal number]. Multiples of tons, hundreds ant 
thousands are to he indicated by the two Pataka 1 hands. 

22. Any number above ton should be indicated indirectly 
and along with the general meaning of the sentence which 
includes it (?). 



15 (C.15; K.XXV.15). 

16 (C.16; K.XXV.16). 

17 (0.17; K.XXV. 17). 

18 (C.18; K.XXV.18). 

19 (C.19; K.XXV.19). 


i Sec NS. 1X208. 

1 See NS. IX.80. 

1 See NS. 1X.26-.12. 


2 NS. IX,210. 

2 See NS. IX.134. 


8 See NS. 1X.61-64. 20 (C.20; K.XXV.20). 

21 (0.21; K.XXV.21). K.XXV.22). 
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Umbrellas and banners etc. 

23. Umbrellas * 1 , banners and banner-staffs and the different 
weapons should be indicated by representation of the holding of 
any staff. 

Memory and meditation etc. 

24. Memory and meditation should be represented by in¬ 
dicating attention, downcast eyes, slightly bent head and the 
left hand with the Sandam&i 1 gesture 2 . 

Height 

25. Height 1 should be indicated by the representation of 
offspring through making the head Udvahita 2 and the hands 
Hamsapaksa® on the right side. 

Past and cessation etc. 

20. The idea of past, cessation, destruction or words listened, 
is to be indicated by carrying from the left the Arala 1 hand on the 
- head. 

The autumn 

27. Autumn should be indicated by representing a compo¬ 
sure of all the senses, tranquility of all the directions and a view 
of different flowers. 

The early winter 

28. Early winter (hemanta) should be indicated by. the 
superior and the middling characters through narrowing down 
their limbs and seeking the sun, fire and [warm] clothing. 

20. The same should be indicated by the inferior characters 
through groaning (Jcujana) clicking (sitkara) and trembling of 
the head and the lips and the chattering of teeth. 


23 (C.23; K.XXV.23). 1 chatra K. {citra. C.) 

24 (C.24; E.XXV.24). 1 E. reads 24b as fftfa 

8 See NS. IX.109. 

25 (C.25;': K XXV.25). 1 E. reads this couplet as differ far; 

i nmTSTj-v 'iwoi 3)1, =3 ftfsSfr. 

2 See N8. VIII.27. » See NS. IX.l 05. 

26 (0.36; E.XXV.26). 1 xrute, C. {mmte-K.). 2 See Nj, IX.46-52 

27 (C.27; E.XXV.37). 28 (C.28; E.XXV.28). 

29 (C.29; E.XXY.29). 
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1. on j —- 

„ .... • also may sometimes indicate 

•10. The superior euaiacteis ai^u j t , 

, . . ,. if j „ 0 f n Occident they are in a miserable 

the winter in this manner it due to a 

condition. 

The winter 

31 One is to indicate the winter by the representation 
of smelling the flowers, drinking wine anci oi * 
pleasant wind. 

The spring 

32. The spring (vasanta) is to he indicated by the U P ,& ™ 
tation of acts of rejoicing, enjoyments and festivities and a display 

of various flowers. 

The summer 

33. The summer is to be indicated through tlie * epi ^ 
sontation of the heat of the earth, fans 1 * * * 5 , wiping off sweat 
feeling the Hot wind. 

The rains 

31. The rainy season (prat??) >s to be indicated through 
the representation of the Kadamba, the Nimbi, and the Iiutaja 
flowers, green grass, Indragopa insects and gioups of pc 

The rainy night 

35. A night in the rainy season'should be indicated by 
the loud sound of the masses of clouds, falling showers ol ram, 

as well as lightning and thunder. 

Seasons in general 

36. Each season should be Indicated by the sign, costume, 

activity or scenery which is proper to it oi whateiei is[speua y 

desired or avoided (lit. undesired) in it. 


30 (0.30; K.XXV.30). 

31 (0.31; K. XXV.31). 
see RS. V, 5 and 10. 

33 (C.83; K.XXV.33). 

34 (C.34; K.XXV.34). 

35 (0.35; K.XXV.85). 


i Emend madhudamni into viadhupmd; 

32 (0.32; K.XXV.3'2). 

1 'javijanaih , K. (suvijanath, 0). 

1 K. roads 34b as etc- 

5 varsaratram, O. (vanaratnbham K) 


36 (C.36; K.XXV.36). 
63 
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37. These seasons, according, to the necessity should be indi¬ 
cated with proper Sentiments 1 as being full of happiness for those 
who are happy, and full of distress for those who are afflicted. 


<SL 


The States 

3j. The States (bhavcti) 1 should be indicated by the re¬ 
presentation of the Determinants (vihhava) 2 and similarly the 
States are also indicated (lit. accomplished) by the representation 
of Consequents ( anubhava ) 3 . 


The Determinants 


39. Acts connected with the Determinants should be re¬ 
presented by means the Consequents ; and the States relate to 
the feeling of one’s own self, and the Determinants relate to an 
exhibition of another person [in relation to the self] 1 , 

40 A preceptor, a friend, an affectionate companion (srtJcha), 
a relation from the mother’s or the father’s side who may come 
and be a announced 1 [properly] is called a Determinant 2 . 


The Consequents 

41. The honour shown to him 1 by rising from the seat, by 
offering him presents (arghya) and a seat and by using respectful 
words, is called the Consequents (anubhava). 


37 (C.37; K.XXV.37). 1 prajunjita yat haras am, C. ( darmyed 
virahanugan K). 

38 (C.38; K.XXV.39). 1 K. reads before this the following: in 

i s (He who is imbued 

with a state pleasant or otherwise, looks under its influence everything 
as permeated with^ it). Besides this K. roads 38 as follows : 

ftWR i uof RrjHRrcf WR«?rg*rlfr w. For the def. of bhava see 
NS. VIL 1-3. * See NS. VII. 2 See NS. VII 4-5. 

39 (C 39; K.XXV.40). 1 Ag. (p. 491) reads utmanubhavanam for 

atm'obhinayanam in the text, and explains the same as wrt- 

f<r*5(Tw ««r i «r wgfa 

1 t*r *r ars*r v gtRrtfcr gem ^ 

cifg hr wqfh. 

40 (C.40; K.XXV.41). 1 Ag, (J.c) seems to read avesya for avcdya- 

I his is only an example of one of the many vibhavas which may 
lead to one of the many States. 

41 (C.41; K.XXV-42). 1 One of the persons mentioned in 40 above. 
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42. Similarly in other cases also, from an observation of 
different incidents [in a play] one should find out the Determinants 
and the Consequents from actions [related to them]. 

43. Reply to a message given to the Messenger is [also] 
called a Consequent. 

44. In these ways the States, the Determinants and the 
Consequents are to be represented by men as well as women. 

General directions for the representation 

45. In the representation of their own nature, men should 
assume the Vaisnava posture (stliana)- and woman the Ayata oi 
the Avahittha 3 postures in relation to [appropriate] actions. 

40. [But] there occurring special need for the same, other 
postures may [also] be introduced for the representation of different 
States in special (lit. different) types of plays. 

Men’s and women’s efforts 

47. Efforts of men should be characterised by patience as 
well as sportive limbs, and those of women by delicate Angahaias. 

Women’s movements of limbs 

48. Women’s movement of hands, feet and other limbs 
should be graceful (lalita) while men’s movement of these should 
be restrained ( cl him) as well as vehement (uddhata) 1 . 

Meanings of words 

49. Representation of the meaning of words are to be made 
differently by men and women. I shall explain them in detail in 
connexion with the States and the Consequents. 

Joy 

50. One should indicate one’s joy {harm) by embracing the 
[other’s] body, by smiling eyes as well as by horripilation 1 . 



42 (0.42; KXXV.43). 43 (0.43; K.XXV.44). ; 

44 (C.44; K.XXV.45). 45 (C.45; K.XXV.46). x See NS. X1.51-&2. 

5 See NS. XIII.157-170. 8 Sec NS. ibid. 46 (K.XXV.47). 

47 (C.46; K.XXV.48). 1 See NS. IV .17Off. 

48 (0,47; K.XXV.49). 1 X- adds after this one additional 

hemistich. • 49 (C.48; K.XX.V.50b-51a). 

50 (0.49; K.XXV.51b-52a). 1 tathollukasana, Iv .{tath Jfiakalfuv^ 1 }- 


<SL 
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51. An actress (nartald) should indicate joy by sudden 
horripilation, tearful eyes, smiling words and a loving attitude. 

Anger 




52. One should indicate anger by upturned red eyes, biting 
of lips, [deep] breathing and trembling limbs. 

Jealous Anger of women 

53-54. Jealous Anger (irsyahrodha) of women should be 
indicated by tearful eyes, touching of the chin and the lips, 
shaking of the head, knitting of the eye-brows, keeping silent, 
-•url'ng of the fingers, leaving of garlands and ornaments and 
assuming the Ayata posture (sthana) 1 . 

Men’s sorrow 

55. Men’s sorrow should be indicated by much breathing 
and sighing, thinking with a downcast face and looking up towards 
the sky [in a pensive mood]. 

Women’s sorrow 

56. Women’s sorrow should be indicated by weeping 1 , 
sighing, beating the breast, falling on the ground and striking 
[the body against] the ground. 


57. Crying 1 which has been mentioned before as arising 
from tears of joy and from jealousy should be applied in case of 
women and of the inferior mule characters. 

Men’s fear 


58, Men’s fear should be indicated by acts of consternation 
(samhhrama), and of dismay (udvega), fall of weapons [from 
their hands], loss of self-control and the like. 

Women's fear 

59-00. Women’s fear should be indicated by eyes with 


51 (0.50; K.XXV.52b-53a). 52 (C.51; KXXV.53b-54a). 

53-54 (0.52-53; K.XXV.54b-56a). 1 See N8. XIII. 157-170. 

55 (C.54; K.XXV.,56b 57u). 

56 (C.55; K.XXV.57b-58a), 1 ntdiiaih s vast tail/. (ruditan ca smi- 
ten's, O. ruditaih tvasanaih, K.). 

57 (C.56; K.XXV.58b*59a). 1 ruditam, K. sahitam, O. 

58 (C.57; K.XXV.59b-60a). 

59-60 (C.58-59; K.XXV.60b-62a). 
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moving eyeballs, throbbing and shaking limbs, glancing sideways 
for fear (lit. terrified heart), looking for someone to rescue them, 
weeping loudly and putting their arms round the man [staying 
close by]. 

Women’s intoxicated condition 

61. Intoxicated conditions (lit. intoxication) which have 
been mentioned before should be applied to women, and men of 
the inferior type. Adoption of gestures (lit. form) in such cases 
should be delicate and graceful. 

62. Women’s intoxication should be indicated by rolling of 
eyes, uttering of irrelevant words (vilcipci —pralaj^a) and shaking 
of limbs. 

6|>,. These are the rules to be followed in a theatrical pro¬ 
duction for the representation of men’s or women s States when 
occasion for these will arise. 

64. In a theatrical production the States ot' women are all 
to be made graceful (Iciliti i) and that of men endowed with Sill 
control (dhairya) and Equanimity ( madhurya ). 

Parrots and ftarikiis 

65. Parrots, Sarikas and small birds like these are to be 
indicated by two moving fingers in the Lripataka hand. 

Big birds 

66. But birds like peacocks, cranes and swans which 
are naturally big arc to be indicated by proper Recakas and 
Ahgaharas 1 . 

Asses and camels etc. 

67. Asses, camels, elephants, tigers, cows, buttaloes and 
the like should be indicated by Gails and gestures [suitable to 
them] 1 . 

61 (C.60; K.XXV.62b-63a). 62 CC.61; K.XXV.63b-64a). 

63 (C.62; K.XXV.64b4Sa)» 64 K.XXV.65W6a). 

65 (C.64; K.XXV.66b-67a). 

66 (C.65; K.XXV.67b-68a). 1 K. reads 66b as 

67 (0.66} K.XXV.68b-6»a). 1 K. reads this as follows : wft* HW* 
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68 


Bhutas and Pisacas etc. 

68-69. Bhutas, Pisacas, Yaksas, Danavas and Raksasas 
when they are not visible should be indicated by the Angaharas. 
But when they are visible they should be indicated by [the repre¬ 
sentation of] fear, dismay and astonishment 1 . 

70. When they remain invisible, gods are to be indicated 
according to the necessity by making obeisance to them and by 
movements suitable to the States. 


Greeting an invisible person' 

70- 71. Greeting a man when he is invisible is to be indi¬ 
cated by touching the head with the Arala hand 1 raised from 
the side. 

Greeting gods and superiors etc. 

71- 72, Greeting gods, superiors ( guru ), and ladies is to 
be indicated by the Katakavardhamana 1 or the Kapota hand 2 
[touching the head similarly]. 


72- 73. Gods and honourable persons when they appear 
physically should bo indicated by obeisance to them and by the 
deep influence [they have over the surroundings].. 

A greet crowd and friends etc. 

73- 74. A great crowd, friends, Vitas and rogues are to bo 
indicated by means of the Parimandala (Uromandala) 1 hand. 

Mountains and tall trees etc, 

74- 7b. Mountains in connexion with their height, and tall 
trees are to be indicated by lifting upwards the outstretched hands. 

Wide expanse of water 

75*76 A wide explanse of sea-water 1 is to be indicated by 
two Pataka hands thrown out [side-ways], and heroism, haughtiness, 


68-69 (C.67-68a; K.XXV.69b, 70b-71a). 1 K. adds after 68a the 
w?r*ferfsrcsi?r 69-70 (C.68b-69a; K-XXV.72). 

70- 71 (C.69b-70a ; K XXV.73). 1 See NS. IX. 46-52. 

71- 72 (C.70b-71a; K.XXV.74). >NS. I'X.136. 2 NS. IX.129. 

72- 73 (C.7Jbc; K.XXV.75). 

78-74'(€.72; K.XXV.76). * See NS. IX.196. 

74- 75 (€.7.3; K.XXV.77). 

75- 76 (C.74-57ab; K.XXV.7S-79). 1 Emend saganmnanum into 

saga rambhamm • 
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pride, magnanimity and growth upwards also should be indicated 2 
by placing the Arala. hand on the forehead. 

77- 78. The two Mygasirsa hands 1 turned away from the 
breasts and held out quickly at a distance will indicate anything 
made open (cvpavrtn) 2 . 

A house and darkness etc 

78- 70. A house, darkness, a hole or cave is to be indicated 
by holding slightly stretched hands which have their palms upturned 
and which point downwards 1 . 

Lovesick, cursed and possessed persons 

70-80. Persons who are lovesick or under a curse, possessed 
of some evil spirit or enfeebled in mind by fever, should he repre¬ 
sented by [suitable] movements of their face and other limbs 1 . 

A swing 

80-82. A swing should be indicated by the representation 
°f its movement, agitation of the limbs and the holding of the 
strings. It is by acting like this (lit. then) that the moving 
swing will be perceptible [to the spectators], and persons occupying 
their seats [just after representing .a swing] will be taken as 
moving in a swing. 

82-8o. I shall now speak of [the indication of] “Speaking to 
the Sky” (akasavacana), “Speaking Aside” “Concealed 

Speaking” (apar cir it aka) and “Private Personal address” ( iananlikn ). 

Speaking to the Sky 

88 85. Addressing someone staying at a distance or not 
Appearing in person or indirectly addressing to someone who is 
n °t close by, is called Speaking to the Sky (akasa-bhasita) 1 . This 

2 Head (K.) for ntuftal. 

77- 78 (K.XXV.80). 1 NS.IX.S6. 

2 C. omits this, but K’s reading is slightly corrupt. 

78- 79 (C.75c ; K.XXV.8la-82b). 1 Road 78b a rsft 

what, c. K.). 

79- 80 (C.76; K.XXV.81). 1 K. reads 80a as q* fw W 3 ^ M 

80-82 (C.77-78; KXXV.84-85). 

82- 33 (C.79; K.XXV.86b-87a). 

83- 85 (0.80-81; K,XXV.37h-89a). 1 *wrow.tf5(«ft)ai!fq Wnfa*- 

p. 493). 




UWIST/fy 


504 


THE NATYASASTRA 



[ XXVf. 8 


mode of speaking will present [the substance of] a dialogue by 
means of replies related to various [imaginery] questions (lit. 
causes) which may arise out of the play 2 . 


Speaking Aside 

S5-86. When overwhelmed with excessive joy, intoxication, 
madness, fit of passion repugnance, fear, astonishment, anger and 
sorrow one speaks out words which are in one’s mind (lit. heart), 
it is called Speaking Asid e (atmagata). 


Concealed Speaking 

And Concealed Speaking ( apavaritalca) is related to secrecy. 

Private Personal Address 

87- 88. When out of necessity persons standing close by are 
[supposed] not to hear what is spoken to someone else, this 
constitutes Private Personal Address (janantika ) 1 . 

Thinking within oneself 

It relates to something within one’s self (lit. heart) which is a 
matter of deliberation 2 and feeling* and [which is] indeed a kind 
of Speaking Aside {atmagata). 

88- 90. Words in a play, which are connected witli secrecy 
should be spoken in one’s ears preceded by “so, so”. 

Mentioning incidents that occurred already 

90-91. When one is to speak from necessity of something 


2 K. reads rasabhava 0 . 

85-86 (C.82u; KXXV.89b-90). 1 Read the first three hemistiehs as 

follows: i I ^ 

87- 88 (C. 82b*83; K.XXV. 91a-92). 1 It is because both the janan- 

tika and the apavaritaka are supposed to be inaudible to others on^the 
stage Ag. (p.424) quotes a view on their distinction as follows: 

fv ^ cp? ^ *** 

^ av. faff* 

And a late writer says : s* ^ 

ND- p.3l. But all this does not seem to fit in well with the 

examples t>f the apavaritaka available in extant dramas. Of. Levi. P-61. 

2 savitarkam, C. ( savikalpam, K-). 

3 bhavastka-m C. ( bhavavamd , K). 

88- 90.(O.84-85j KXXV.93-94). K. reads 88b differently. 

90-91 (C.86; K.XXV.95). 
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which has occurred earlier, tor avoiding repetition this should he 

[similarly] spoken in one’s ears. 

90- 91 Without making any confusion (lit. mistake) [among 

these] one should wt to Speaking to the Sky (»■«). 
Private Personal Address (mmtih) and Speaking Aside , 
gala) which will [relate sometimes] to a visible or aninvisible 
person and [sometimes] to one’s ownself or others . 

Representing Concealed Speaking 

91- 92. Concealed Speaking (apavantalca) and -Private 
Personal Address (jrnra ntiH) should be indicated by a Tn pataka 

hand covering [the speaker] * 1 . 

Repetition of words . 

92- 93. Words which are uttered clue to fright, calamity, 

anger and intense sorrow are to be repeated . ^ 

93- 94. [In such cases] words such as “tell”, “well done’ , 
“ah”, “alas”, “go away”, "what”, “let me go”, “no and speak 
should be repeated twice or thrice 1 . 

Suspension of representation 

94- 95. Distorted or incomplete words used [in a play] 
should not be represented by gestures* for cnplain.ng thorn (lit. tor 

the sake of definition) 2 . 

Observing proper States 

^ 93-96. The State {bhava) which is proper to a superior 
[character] should not be applied to a middling one ; and similar y 

the State which is proper to a middling [character] should not ho 

applied to an inferior one 1 . _ _ _, 

90-9i (080* Iv.XXV.fK>)- . 

1 Read this passage as follows • 

(0. K- ana for > 

^*w^. The trans. is tentative. 0l0 , oi.oo. 

■91-92 (C.87; K.XXV.96). 1 * Of. DR. I. **■ BhP. P- 1- 

SD >«7c 8 9 .KXXV 111). * K. rends punamktam m tea iU 

. K .«ls 93b ns 

(0.90 j K.XXV.1U). * K- & *”** 

>*;■ hitam, K. 1 !*• °’ K ' 

95- 96 (C 81; K.XXV.U8)» 


64 
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90-97. By means of different States and Sentiments which 


arise from movements proper to the superior, the middling and the 
inferior characters, a play will attain (lit. wish for) attractiveness. 


No movement in the state of sleeping 
97*98. In the somnolent condition (svapnayita) the States 
should not be represented by any movement of hands. As in the 
representation of the Temperament, this should be done through 
speech (lit. the meaning of words) only 1 . 


Declamation in sleep 

98-99. Declamation (pathya) in the somnolent condition 
should proceed wilth a slow voice; words in it should be 
[sometimes] distinct and [sometimes] indistinct and sometimes 
their senses should be repeated twice, and it should [also] depend 
on the recollection of the past [events]. 


Declamation of old people 

99-100. Declamation of old people should be made with a 
faltering voice and dropping of syllables [now and then]; and 


Children’s words 

that of children should be made with lisping ( Icalasvara ) 
which will leave syllables unfinished 1 . 


Dying declamation 

100- 101 Indistinct declamation (kaJt'ii) at the time of dying 
should be made with syllables produced by relaxed, and heavy 
speech-organs ( karana); it should be a faltering voice resembling 
the sound of [small] bells and it should be accompanied by 
hiccough, [hard] breathing and [the action of] phlegm. 

101- 102. Occurrence of a swoon when followed by hiccough 
and [hard] breathing is considered similar to death. To indicato 
it the declamation should contain repetition 1 . 


96- 97 (C.92; KXXV). 1 Read bhavarasair atmaceslasamutthiiair 
(bhavacestair, K. cestasamanvitah, C.). 

97- 98 C.93; K.XXV.97). 1 Iv.’s reading seems to have been as 

follows: *r <055 1 ewOwoflita g etc. 

98 99 (C. 94; K.XXV.98). 

99-100 (C.95; K.XXV.101). * asamafiatuksaram, C. but axpatfflvar- 
nnsamyuktam, K, 100-101 (C.96; K.XXV.99)- 

101-102 (C.97; K.XXV.100). 1 Road the passage as follows 1 
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Representation of death 

102-103. Representation of death which uiay arise ftotn 
different conditions will be of different nature. [For example] 
sometimes it is indicated by throwing out all the hands and feet, 
And sometimes by a paralysis of movement of all the limbs 

Death from disease 

108-104. Death from an attack of disease should be 
represented by an occurrence of hiccough, [hard] breathing and 
imperceptible movement of limbs which should be relaxed 1 . 

Death from drinking poison 

104- 105. Death from drinking poison should be represented 
by throwing out of hands and feet and other limbs, and the power 
of the poison will lead to the quivering action of the [different] 
parts of the body. 

The eight stages in death from poison 

105- 107. The first stage of the action of poison is the 
general weakness of the body, the second tremor, the third a 
burning sensation, the fourth hiccough, the fifth Iroth [in the 
mouth], the sixth breaking of the neck, the seventh paralysis and 
*be eighth death 1 . 

Weakuess 

107- 108. Eyes with sunken eyeballs [depressed] cheeks, 
bps, belly and shoulder and feebleness of arms will represent 

[general] Weakness 1 . 

Tremor 

108- 109. Tremor {vepathv) should be^ represented by 
shaking simultaneously according to the situation the head, t le 
bands and the feet or one of these limbs separate!}. 



^ etc-. C. ... 

102- 103 (C.97b-98a; K.XXV.10& 1 Read sannats tat ha gatrnk 

(sarvais tatha gUraih, O. samtrah tatha karyah , K.). 

103- 104 (C.tab-oV; K.XXV.103). 1 K- roads 104a as follows : 

3 104-105 (0.99b-l00a, K.XXV. 104). 

105-107 (C100b-102a; K.XXV.105-106). 1 Read hanya, WaryaM 
107-108 (C.10a5-10Saj K.XXV.107). 1 j bramafrtarake, O. ($W>rd- 

dfoi-tMake, K). 108-109 (O.103bcj K.XXV .108). 




508 


THE NATYASASTBA 


Burning sensation 

109- 110. Burning' sensation (daha) should be represented 
by shaking violently the entire body, scartching the [different] 
limbs and throwing out the hands and other limbs 1 . 

Hiccough 

110- 111. Hiccough (Hided) should be represented by re¬ 
peated blinking of eyes, belching, vomitting, convulsion ( alcsepa ), 
and uttering of indistinct sounds. 

Froth in the mouth 

110-111. Froth ( phena ) [in the mouth] should be re¬ 
presented together with belching, vomitting, licking the corners of 
the mouth, senselessness and lack of movement of the eyes. 

Breaking of the neck 

111*112. Breaking of the neck (sirobhahja = gvivabhanga) 
should be represented by the shoulder touching the cheek and 
the lowering of the head. 

Paralysis 

Paralysis ( iatfatd ) should be represented by inaction of all 
the sense-organs 1 . 

Death 

113-114. Death (marana) whether it is due to a growth 
of disease or to snake-bite should be represented, according to 
the dramatic convention ( ndtyadharma) by the closing down of 
the eyes. 

114*115. These particular representations should be com¬ 
bined with suitable Temperament ( sattvci ) and States (bhavo) , and 

109-110 (C.104; K.XXV.109). 1 K. reads sammga-vefanam vepa - 
thus tu for sarvangavefianod-vejanena, O). 

. 110-111 (C.105; K.XXV.110). 

111-112 (f!,106a; E.XXV.1U). 1 C. omits 112a and reads the passage 
as follows : I 

112*113 (C.l 06b; K.XXV.U2). 1 C. omits 112b which K, reads 

as follows' 

113- 114 (C.l07iK.XXV.ll3). 

114- 115 (C.l08; K.XXY.119). 1 sathabhdva, C. for sarvabhava, Iv< 
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[representation of] other popular [objeots and ideas] should be 
learnt (lit. accomplished) from the people. 

General directions 

U5-1H1. Just as the garland-maker makes garlands from 

various kinds of flowers, the drama should be produred smularly 

by gestures of different limbs, and by Sentiments and staffs. 

110-117 Movements and Gaits that have been prescribed 
by the rules for a character which has entered the stage* should be 
maintained by the actor without giving np the ^particular] Tempo- 
rament till lie makes an exit. 

117- 118 Now I have finished speaking about the represen¬ 
tation to be made through Words and Gestures. Things omitted 
hero by me should be gathered from [tho usage ot] the people-. 

The triple basis of drama 

118- 119. The people, the Vedas and the spiritual faculty 
(mftpWnw) are known as the three authorities. ll*e dra-na is 
mostly based oo objects related to the last two (the Veda and 
the adhyatma). 

119 120 The drama which has its origin in the Vedas, 
and the spiritual faculty (adlufahw) and includes [proper] words 
and metre, succeeds when it is approved of by the people. Hcnoe 
the people are considered as the [ultimate] authority on the drama ■ 

121. A mimicry of the exploits of gods, sages, kings as well 
as of householders in this world, is called the drama . 

122. When human character with all its different States is 
represented with [suitable] Gestures it is called the drama. 

People supplying norm to tlm drama 

123. Thus the events relating to the people in all 


rakgapravidasya, 0. for ranga- 


115- 116 (C.109; K.XXV.120). 

116- 117 (0,110; K.XXV.121). 

""‘Sc UP K.XXV.12«. ' K. reads 117b follow* wW «« 

«. XT ««>» (oaisiK.xxv.rn). 

119-130 (O.llSi K.XXV.120). K. twnito 1- • 

121 coaui k.xxv.125). 1 ft*®. LIS 10 

122 (O US-, K.XXV.126). '23 U.U6, K\XV a J 
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their different conditions, may be (lit. should be) included in a 
play, by those well-versed in the Canons of Drama (natyaveda). 

124. Whatever Sastras, laws, arts and activities are 
connected with the human usage (<lolcadharma ) may be produced 
(lit. called) as a drama. 

125. Rules regarding the feelings and activities of the 
world moveable as well as immoveable cannot be formulated (lit. 
ascertained) exhaustively by the Sastra. 

126. The people have different dispositions, and on their 
dispositi ms the drama rests. Hence playwrights and producers 
(prayolctr ) should take the people as their authority [as regards the 
rules of the art]. 

127. Thus they (prayoklr) should pay attention to the 
feelings, gestures and the Temperament in representing the States 
of various characters [that may appear in the drama] 1 . 

128* The men who know in this order the art of Histrio¬ 
nic Representation and applies it on the stage, receives in this 
world the highest honour for putting into practice the theory of 
drama (natyatattm) as well as [the art of] acting (abhinaya )'. 

129. These are to be known as the modes of representation 
dependent on Words, Costumes, Make-up and Gestures. An 
expert in dramatic production should adopt these for the Success 
[in his undertaking] 1 . 

Here ends Chapter XXVI of Bharata’s Natyasastra 
which treats of the Special Representation . 


124 (0.117; K.XXV.128). 125 (C.118; K.XXV.129). 

126 (0.119; X.XXV.130). 

127 (0.120). 1 K. omits this. 

128 (0.121; KXXV.131). 1 C. reads after this an additional couplet- 

129 (C-122). 1 K. omits this- 








CHAPTER TWENTYSEVEN 
SUCCESS IN DRAMATIC PRODUTION 

1. I shall now describe the features of the two kinds of Success 
(sUdhi) relating to the drama. For the production of a drama is 
wholly meant for (lit. based on) attaining the Success in it . 

The two kinds of Success 

2. The Success [in the dramatic production] which arises 
from Words, Temperament and Gestures and which relates to 
various States and Sentiments is of two kinds : divine (daivikl), 
and human (manusl) 1 . 

The human Success 

3. [Of these two] the human [Success] has ten features, 
and the divine [Success] two ; and they (?. e. such features) consist 
[mostly] of various Temperaments expressed vocally (vanmayl) 
and physically i^anrl). 

The vocal Success 

4. Slight Smile (smita)*, Smile {ardhahusa) 1 and Exces¬ 
sive Laughter \atihasa)», ‘well-done’ (mdhv), ‘how wonderful’ (aho), 
‘how pathetic’ (kastam), and tumultuous applause (pmvrddhanqda, 
swelling uproar) are the signs of the Success expressed vocally 
{vqhmayi). 

The physical Success 

5. Joy expressed in horripilation (saromancarpulaka), 
the rising up from the seat (qh ky ii/tthqivi), and the giving away 

1 (C. K same). 1 * This chapter discusses the appreciation of 
theatrical productions' by spectators who include persons of various types 
Possessessing different psychological and cultural tr aits. 

2 (C. K. same). 1 vak-sattvdhga. These three constitute the 

&asie Representation. See NS. XXIV. 3 (C. K. same). 

4 (C K. same). 1 5 * * Soe NS. VI. 52. 

2 The ardhahusa seems to be the same as hasita, smile; see note 1 
above. 8 See note 1 above. 

5 (0. K. same). 1 The age long custom in India w»3 that the 

Wealthy among the spectators on being very highly pleased with a 

dramatic performance did at once tak<> out from their own body the 
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of clothes (celadana) and of rings (ahgulilcsepa) are signs of the 
Success expressed physically (sarin). 

0. When actors produce the Comic Sentiment slightly 
dependent on words of double entendre the spectators should 
always receive the same with a Smile ( smito ;)• 

7. When they (i.e. the actors) have a laughter not very 
clear, or words which do not directly cause laughter the spectators are 
always to receive the same with a Smile ( ardhahasya ). 

8. Laughter created by the bragging of the .Jester or by 
some artifice (silpa) 1 should always be received by the spectators 
with an Excessive Laughter ( atihasya ). 

9. [Representation of deeds] which relate to the practice of 
virtue and is endowed with excellence, should be greeted by the 
spectators with the word “well-done” (sadhu). 

10. Similarly, <c how wonderful 5 should be utteied by the 
spectators in connexion with States like Astonishment (vismaija) 
and in coarse of the Erotic, the Marvellous and the Heroic 



Sentiments. 

11. But in the Pathetic Sentiment they should utter 
with tears "how pathetic.’’ And in cases ot Astonishment there 
should always be a tumultuous applause {pravjMhana^a, lit. 


swelling uproar). 

12. In cases of insulting words used in acting a play they 
should be attentively received with horripilation (lit. throbbing 
hairs) by the spectators whose curiosity has been evoked". 


costly shawls, other wearing apparels or ornaments to give them way 
to' the talented actors. Cf. also NL. 2289f. * See note 1 above, 

6 (C K. same). 1 kihcic-chlista, C. kimcicchisto , K. 
s This prescription simply points out what should actually happen. 


7 (C. K. same). 1 See above 2 note 2. 

8 (C. K. same). 1 vidusakoccheka, K. vidusakoccheda, C. 
3 For example, the art of comic make-up. 

9 (C. K. same). 1 dharmapada , C. garvapada , K. 

10 (C. K. same). 11 sam ^' 

12 (C. E. same). 1 The traos. is tentative. 
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18-14. If the play is a brilliant one with [a plot containing] 
cutting and piercing [of limbs], fight, portentuous calamity, terrific 
happening or minor personal combat, it should be received by- the 
clever spectators with tears and rising up [from the seat, and with 
shaking the shoulder and head]. 

15. This is the manner in which the human Success 1 gets 
expressed. Now listen about the divine Success which I am 
going to describe. 

The divine Success 


16. The Success [in dramatic production] which includes an 
excessive [display] of the Temperament, and expresses the States 
[clearly] 1 is to be'taken by the spectators as divine ( daivi ). 

17. When there is no noise, no disturbance, no unusual 
occurrence [during the production of a play] and the auditorium is 
full [of spectators], the Success is called divine 1 . 

Throe kinds of Blemishes 

18. These are the varieties of the Success to be known by 
tbe spectators as human and divine. I shall speak hereafter of 
fhe Blemishes (ghata) coming from gods ((leva). 

19. Blemishes [in the production of a play] are of three 
kinds ; [that coming] from gods 1 , from the actors themselves 


13-14 (C. K. same). 

15 (0. K. same). 1 This “human” Success seems to relate to the 
common “human” beings or average spectators, and they should be com¬ 
pared with men occupying the gallery of a modern theatre. They are 
generally moved by outward and not deep aspects of a dramatic per- 
foimance. See below 16 note. 

16 (C. K, same). ' These are the deeper aspects of a dramatic 
performance. 

17 (C. K. same). \ The “divine” Success seems to relate to cultured 
specwtiors who generally take interest in deeper and more subtle aspects 
of a dramatic performance and as such are above ordinary human beings 
and may be called “divine”. 

18 (0. K. same). 

1^ (0. IC. same). 1 "Gods” here means the source of various 
accidents. See 20 below- 

65 
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(atman) 2 , and from an enemy (para) 3 . Sometimes a fourth variety 
of it is what comes up due a portentuous calamity. 

Blemishes from gods 

20. Blemishes from gods are : [strong] wind, fire, rains, 
fear from an elephant or a serpent, stroke of lightning, appearance 
of ants, insects, ferocious and other animals. 


Blemishes from an enemy 

21. Blemishes created by an enemy 1 are : all round 
screaming, buzzing ( visphotita ), noisy clapping, throwing of cowdung, 
clods of earth, grass and stones [in the place of performance]. 

22. Blemishes created by an enemy 1 are considered by the 
wise so be due to jealousy, hostility [to the party injured], or being 
partial [to the party’s enemy], or receiving bribe from the latter 
(arthablieda ) 2 . 

23. Blemishes resulting from portents (autpd,tika) are those 
due to earthquake, storm, the falling of meteors and the like 1 . 

Self-made Blemishes 

I shall now describe Blemishes arising from the actors 
themselves (atma-samuttha). 

24-25. Un-naturalness [in the acting], wrong movement [of 
the actors], unsuitability of a role [to an actor] (vibhumikatva) 1 , loss 


2 Their acts of ommission or commission are these Blemishes. 
See below 24-25. 8 See below 21-22. 

20 (C. K. same). 

21 (0. K. same). 1 The rival groups of actors who contested for 
rewards from their patrons, became enemies to one another ; see below 72ff. 

2 This kind of improper and dishonest acts sometimes occurs also 
now-a-days in meetings supporting candidates from rival political 
parties. Human psychology has not much changed since the Nb. was 
compiled more than sixteen hundred years ago. 

22 (C. K. same). See above 20 note 2. 

2 It seems that the leaders of actors did not scruple even to bribe 


individual spectators to gain their ends. 

23 (C K. same). 1 It is possible that due to superst.too.is fear 

aristas from au appearauee of these uatural pheuomeua coufus.ou 
occurred during the performance. 

24-25 (C.21,26b-26, K.24-25). ' Ag. (p. 509) explain this as anya- 
bhurnikocita-svatva-sn-ca (?) svikard, 
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of memory [of the actors], speaking other words 2 3 (<t 'nyavacma ie. 
those not in the play), [actor’s] cry of distress 8 , want of proper 
hand movements {vihastatva), falling off of the crown and other 
ornaments, defects in playing the drums {puslcaradosa), shyness 
of speech ( vagbhlti ), laughing too much and crying too much will 
be taken as Blemishes to the Success 4 * * * . 

26. Attack of insects and ants 1 wholly spoils the Success, 
while the falling off of the crown and other ornaments will spoil 
the tumultous applause [in appreciation of the productionj. 

27. Blemishes in the shape of an appearance of animals 1 
should be disregarded. But shy speech [of the actors] and the 
wrong playing of the drums will [however] wholly spoil the Success . 

Blemishes without remedy 

28. The two [kinds of] Blemishes which cannot be remedied 

in the production of a play (lit. poem), are faults due to a natural 
calamity, and the running out of water from the Nadika 1 . _ 

* Ag. (l.c.) explains this as tiisnlm krtam anyena pa{hanlyam anyah 

pathatili anyavacanam. , 

3 Ag. (1. c.) explains this as artatvam hi chadmanu pradarsanad 


asiddhilu 

4 C. reads one fragmentary hemistich before 25. 

26 (C.26b-27a; K.26b-28a). ’ Ag. (p. 509) probably read in his 

text fiipilika-niksepa . , , 

27 (C.27b-28b; K»28b). 1 Ag. (p. 509) reads it as A m^Praveso and 

comments on it as follows s mrthpwfln foWwnra 

3 C. reads one additional hemistich between 27a and 27b. K. omits 27b. 

28 (C.29; K.32). 1 Ag. (p. 508) says on this wWilfwraT 

ustfusro ^ ^ oto - N *' m (tet * 

nalika) is a measure of time. See NS. XX. 66 note 1. The ancient 

Indian device for measuring time consisted of a water vesse o paii icu ar 
size with a well-defined tube at its bottom. lime required tor _ the 

complete running out of water from it, was known as a naJjk ’- inch), 

nrfinrt i (See AS. H. 20 ; also AS. notes, p. 27). Here nadika us u.ed in i 
sense of the water-vessel used for measuring time. On the teceaitj c 
time-keeping see below 89 and NS. XX.28. 65-68. Ag’a explanation doe, 

uot seem to be clear. 
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Palpable sources of Blemishes 

29-30. Palpable (lit. large) sources of Blemish in a play 
are : repetition, defective use of compound words {asamasa), 
wrong use of case-endings (t nbhaktibheda), want oE proper euphonic 
combination (visanclhi), use of incoherent words (apartha), faulty 
use of three genders, confusion between direct and indirect happen¬ 
ings (pratyalcsa-parolcsa-sammoha), lapse in metre, interchange of 
long and short vowels, and observing wrong caesura 1 . 

31. Absence of [proper] notes (visvara), of sweetness of 
notes (vi'julcta-raga), and of wealth of notes, and ignorance of voice 
registers ( sthdm) and of tempo {laya) will disturb musical rules 
[in the production of a play] 1 . 

32. Non-observance of Saina, Marga and Marjana, giving 
hard strokes 1 , and ignorance about the beginning (lit. taking)- and 
the stopping (i moksa , lit. release) will spoil the beauty (rasa) 3 of 
the music of drums 4 . 

33-36. Omission due to loss of memoiy, and defective 
enunciation in the declamation, putting on ornaments m wrong- 
places, falling off of the crown, not putting on any ornament 1 , want 
of hand-movements owing to an ignorance about mounting or 


29-30 (C. 30-31, K.30-31). ‘Actors and actresses at the time of the 
NS. usually being speakers of Middle Indo-Aryan (Prakrit) and not trained 
scholars, there occured all sorts of lapses in their Sanskritic recitation and 
declamation. Hence is to be justified the humorous reference to the na(a 

(actor) in the following traditional couplet: 

1 w: (Haidar, ltihasa, p. .43). winch 

in trans. is as Mows : Where would the vulgarly-used words have gone 
for fear of hunter-like grammarians, if there were no mouth caves o 
astrologers, actors, gallants, singers and physicians ? 

31 (C.32; K.27). 1 For the technical terms of music used here 

see NS. XXVIII* 

32 (C.33; K.29). 1 bahulaprahara, K. (kulapraharam ca. 0), 

2 graha, K. (grka, C). _ 

3 Read rasam for marisam, C. and tnarsam , K. 

. pmkamsata, K. &»«/***&, C). For toclmioal *™> » ( *>"«• 

used here see NS. XXXIII. 0 

:VM)5 (0.84-37; IC33-36). J Read bmanagraham for bhxmm . 
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dismounting chariots, elephants, horses, asses, camels, palanquins, 
aerial cars ( vimam ) and vehicles [in general], wrongly holding or 
using weapons and armours, entering the stage without the crown, 
headgear or clothing, or entering too late 2 are the Blemishes which 
should be marked in proper places by the clever experts, but they 
should leave out of consideration the sacrificial post (yupa), taking 
up of the fire wood (cayana), Kusa grass ( darbha ), ladle (sruc) 
and other vessels (bhanda) [relating to a sacrifice]. 

Three grades of Blemishes 

87. An expert in dramatic production should record 
Blemishes as “mixed” ( misra ), “total” ( saroagata ) and “partial" 

( eJcades'.ija\ but should not record [merely] the Success or the 
Blemishes [without any detailed information about these]. 

38. The total Success or an all round Blemish expresses 
itself in many ways. But a matter affecting merely one aspect [of 
the production] should not be reckoned for lowering the order. 

89. After the putting down of the Jarjara [by the Director] 
in a dramatic production, the Assessors ( prasnika ) 1 should always 
achieve in due manner the accuracy of timing (natfikasuhlhi) 2 and 
of recording ( lelchyasiddhi ) [of all Blemishes as well as goods points]. 

Wrong Benediction 

40. When during a god’s festival anyone foolishly recites a 
Benedictory Sloka in honour of the wrong god it is to be recorded 
as his Blemish in the Preliminaries 1 . 

Interpolation is a Blemish 

41. When anyone interpolates the composition oi one 


2 cirapraveso, K. (cirprayoga, C.). 

37 (0.38; K.37). T Read siddher for siddkair, 0. and stddhya, K. 

2 Read na ghalas ca for na ghatasya > C. mdhano va, K. 

J K. reads 37b differently. 

38 (C.39). 1 Read ekadesajdio (ekadesajatam, C). K. gives 38a 

In a mutilated form. 

39 (0.40; K.39). 5 See below 52-69 uotes. 3 See above 28 note. 

40 (C.41 ; K.40). 1 Read 40a, as flV qjft stKtsfa vnw i 

41 (C.42). 
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playwright into that of another it is also to be recorded by the 
experts as his Blemish 1 . 

42. When anyone knowingly (lit. not out of ignorance) 
interpolates (lit. mixes) in [his] play the name of another author 
then his Blemish in it being definite, should be recorded in due 

order 1 . 

43. When anyone produces a play using costumes and 

languages in violation of the rules [regarding the same laid down 
in the Sastra] then his Blemish about the same should be recorded 1 . 


Limitation of lmmau efforts in a play 

44. Who is able to observe properly the rules of [construe- 
tinri plays or producing [them on the stage] ? Or who can be bold 
or been (lit. eager) enough in mind to [claim to] understand pro- 
perly all that have been said 1 ■ 

45. Hence one should include in plays words which have 
deep significance, are appoved of by the Vedas as well as the people, 
and are acceptable to all persons 1 . 

46. And no play (lit. nothing) can be devoid of any merit 


i This seems to show clearly that theatrical Directors did not hesitate 
sometimes to insert passages taken from one playwright’s work into that 
of another to add to the effect of the latter. K. omits this passage. 

42(0.43). 1 Prom this it appears, that the practice of putting in 
the name of the author of a play in the Prologue (Pmt&mn S) was 
not n very old one. This seems to explain the absence of the authors 
name in dramatic the works ascribed to Bhasa. K. does not have 

this passage. . .. , „ . 

43 (0.44; K.41). 1 From a close study of avalablc plays it does not 

appear that the rules laid down in the Sastra were very scrupulously 
followed, or it is also likely that the rules regarding the use of different 
languages in a play, changed with the linguistic development as well 

as other conditions connected with the use of languages. 

44 (C 45* K.47). 1 This seems to point out that no Sastra can exhaus- 

tivcly lav down all the rules which can never be made very clear and 
precise, for many things in theatre relate to «o many fluctuating factors. 

45 (0.46, K.43). 1 One should mark the stress put on th* Veto “td 
the popular practice ia oonneaion with the Natya. See No. XXVI. 118-12. 

48 (C.47 } K.44). 
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or totally free from faults. Henco faults in the production of a 
a play should not be made much of 1 . 

47. But the actor (ncita) should not [for that reason] be 
careless about Words, Gestures and Costumes 1 of minor import¬ 
ance (lit. non-essential) as well as about [minor] Sentiments and 
States 3 , dance, vocal and instrumental music and popular usages 
of the same kind [relating to the performance]. 

Spectators of a performance 

48. These are [the rules] defining the characteristics of the 
Success. I shall hereafter describe that of [an ideal] spectator 

( prehsalca ) x . 

49-52. Those who are possessed of [good] character, high 
birth, quiet behaviour and learning, are desirous of fame and virtue, 
impartial, advanced in age, proficient in drama in all its tax tat* * 
alert, honest, unaffected by passion expert in playing the foul 
kinds of musical instruments, acquainted with the Costumes 
and Make-up, the rules of dialects, the four kinds of Histrionic 
Representation, grammar, prosody, and various [other] Sutns, ate 
very virtuous, experts in different arts and crafts, and have mo 
sense of the Sentiments and the States, should be made spectators- 

in witnessing a drama 2 • 

53. Anyone who has (lit. is characterised by) unrut a 
senses, is honest, expert in the discussion ot pros and cons, 
detector of faults and appreciate.' [of meets], <■ constdeted fit 

a spectator in a drama. 

54, He who attains gladness on seeing a person glad, » 
sorrow on seeing Mm sorry and feels miserable on^seetng Mm 
miserable is considered fit to be a spectator m a drama . 


. This is a very wise counsel for the hasty critics of a flay. 

47 (C.48; K.45). 1 nepathye, K. ( nepathyai h, ,. 

• mabhavanritaglte, K. fnrtyagitoth* K>. 

Lie 49-K46). 1 y “pteskakamm k)> 

49-S (C.50-53; K.47-50). * preksaka, C ; prahnko, K. 

54 (C.55; R52), 1 The critic must be a man with sympathy. 
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55-56. All these various qualities are not known to exist 
in one single spectator. And because objects of knowledge, are 
so numerous and the span of life is so brief 1 , the inferior common 
(lit. men) in an assembly which consists of the superior, the middl- 
' ing and the inferior members cannot be expected to appeciate the 
performance of the superior ones. 

57. Hence an individual to whom a particular dress, 
profession, speech and an act belong as his own, should be consi¬ 
dered fit to appreciate the same. 

Various classes of spectators 

58. Different are the dispositions of women and men, 
young and old who may be of superior, middling or inferior talents, 
and on such dispositions [the Success of] a drama rests. 

Disposition of different spectators 

59. Young people are pleased to see [the presentation of] 
love, the learned a reference to some [religious or philosophical] 
doctrine 1 , the seekers of money [topics of] wealth, and the passion¬ 
less in topics of liberation (■ moksa ). 

CO-61. Heroic persons are always pleased in the Odious 
and the Terrible Sentiments, the personal combats and battles, and 
the old people in Puranic legends, and tales of virtue. And [the 
common] women, children and the uncultured men (murleha) are 
always delighted with the Comic Sentiment and [remarkable] 
Costumes and Make-up (nepathya ) 1 . 

61- 62. Thus the man who is fit to assume a particular 
role by imitating the States of the latter, can be considered a 
spectator possessing the [necessary] qualifications. 

Assessors in a performance 

62- 64. These should be known as spectators in connexion 
with a drama. But there being any controversy ( samgharsa ) 

55-56 (C.56-57; Iv.53-54). 1 It. reads 55b as follows 

57 (C.58; K.55). 58 (C.59a, 60b; K.56). 

59 (C.59b-60a; K.57). 1 samayasrile, C. (samayanvile, E). 

60-61 (C.61; E.58). 1 K. omits 61a 61-62 (C.62; K.59). 

62-64 (C.63-64; K.60-61). 1 This is a very elaborate arrangement 

for judging in every detail the Success of a performance. 



warn i° 


021 




-XXVII. 70] SUCCESS IN DRAMATIC PRODUCTION 

about the performance of individual actors, the following are the 
Assessors (prasnika) : an expert in sacrifice ( yajnavit ), an actor 
(nartalca), a prosodist ( chandovit ), a grammarian (sabdavit). a king 
(rajan), an expert in archery ( isvastravit ), painter (citravit), 
courtezan ( vesya ), musician (gandharva) and a king’s officer 
{rajasevaha). Hear about them. 

64-68. An expert in sacrifice will be an Assessor in the 
[representation of] sacrifice {yajnayogo), an actor in general Hi? 
trionic Representation, a prosodist in complicated metres,, a 
grammarian in a lengthy declamation, a king in connexion with 
[personal] dignity, in dealings with the harem and in royal (lit. 
his own) roles, the archer ( isvasa .)■- in the Sausthava of the pose ; 
and a painter is a very suitable Assessor of movements for saluta¬ 
tion and other acts, of wearing clothes and ornaments, and of 
Dresses and Make-up which are at the root of dramatic produc¬ 
tion ; the courtezan will be an Assessor in matters relating to 
the enjoyment of love, and a musician in the application of notes 
(svara) and observance Time {tala), and an officer of the king in 
[the matter of] showing courtesies. These are the ten Assessors 
of a dramatic performance. 

69. When there is a controversy among the persons 
ignorant of the [Natya]-8astra they (> e. the persons named above 
are to pronounce justly the faults as well as the merits [o 
individual actors] 1 . Then they will be known as Assessors of 
whom I have spoken to you. 

70. When there occurs any learned controversy about t e 

knowledge of the Sastra the decision should be made on the 
testimony of the books (lit. 8astra). _ 

64-08 (C.65-68). 1 Emend tsiavak (C). into isvasa-. 

69(0.69). 1 The significance of this rule seems to be that when m 

judging a drama the common people (i. e. who are not acquainted With 

, q—a i„:i to decide, the specialist Assessoi s 

the rules laid down in the Sastra) tad touecui ,u 

mentioned above *. to b. died in. This ***** » «>*"* ^ 

70 (0.70). ( Tins rul. seen* to show fttt when the 8 

theatrics! practice differ*!, the, wore to refer to ^ 

traditionally handed down rules compiled in book.. 

passage- 
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Controversy about a performance 

71. Controversy arises when the actors (bharata) have the 
desire of mutual contest at 1 the instance of their masters or for 
[winning] money and the Banner ( pataka) [as rewards]. 

Procedure in deciding controversies 

72. In course of deciding a controversy one should 
observe [the performance of the parties] without any partiality. 
The decision about [the award of] the Banner 1 should be according 
to the stipulation made (panam Icrlva) 2 [beforehand]. 

Recording of Blemishes 


[ XXVII. 


§L 


73- Blemishes affecting the Success should be recorded with 
the help of reckoners ( ganaka ) by these persons (i.e. Assessors) 
who are seated at ease, have clean intention, and whose intelligence 
is [generally] relied on [by the public] 1 . 

Ideal position of Assessors in a performance 

74. Assessors 1 should neither be too near [the stage] nor 
too far [from it]. Their seats should be twelve cubits (six yards) 
apart from it. 

75. They are to notice the points of the Success mentioned 
before, as well as the Blemishes 1 which may occur during the pro* 
duction of a drama. 

Blemishes to be ignored 

76. Blemishes which may be accidental (lit. caused by the 


71 (C.71). 1 An example of this is the contest between the two 

natyucaryas in the Malavi. 

2 The Indian literary tradition records the fact of Bhasa’s winning 
Banners, possibly on the occasion of dramatic contests. Sec Harsacarita, 
Introduction, 15. 

72 (C.72). 1 Read paiakasamvyavaharam (savyavaharam, C). 

2 This stipulation may have the following forms: the Success in 
producing any particular play, or any new play, or a new play with a 
particular do n inating Sentiment will ’.entitle one group of actors or its 
leader to the award of the Banner. K. omits this passage. 

73 (C.73; K.62a). 1 K. omits 73a. 

74 (C.74; K.62b-63a). 1 Emend preksakaih into prc&nikaik. 

75 (C.76-77a; K.63b-64a). 1 ghcitas ca, K. for yak kas ca, 0. 

76 (C.77b-78a; E.64b-65a), 
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gods) 1 , the portents or the enemy are not to be recorded by the w ise 
[observers]. But the Blemishes relating to the play as veil 
as the Blemishes arising from [the actors] themselves should 
be recorded. 

Procedure of awarding the Banner 

77. After mentioning him to the king the Bannar should be 
given to a person whose Blemishes, have been reckoned as few 
in number but points of the Success as many. 

78. If expert actors 1 are found to be of equal merit (In. 
work and quality) in the production of a drama, the Banner .j ou 
be awarded first to one whose Success" is gieatei, or m ca 
of equal success 3 [of the two contestants] [the award should be 
made] at the king’s command 4 . 

79 If the king has similar admiration for the t wo rivals, 
then both of them should be awarded [the Banners]. With an eye 
to all these rules one should provide [in the prodpchon of a play] for 
the recitation, the [distribution of] roles and the Sentiments-. 

UO Thus cultured persons who are well-acquainted with 
with the 'rules [of theatrical production] and capable of approving 

merits' should sit at ease with an unruffled mind' and see to the 

proper judgement 3 [in awarding the Banners]. 

81. The Assessors* are to point out (ht. take) the [measure 


plays brought discredit ou the contestants. 

77 (0:75; K.65b-66a). 

,8 <C.78b-79a; C66b). ' Bead 

3 Depending on the vocal applause as l vajhaya m patch, 

spectators. 3 samtmiddhau, K.. ' * 

C. . K. omits 77a and reads 77b with some variation. 

79 (CJ.79b.80a; K.67a). 1 K. omits 79b. 

80 (08). 1 Read gunadadbhih for gunadtb, n >, 

81 (09). 1 Emend prtksakaih into pmntkath . 
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ofj achievement as well as the slightest of faults 2 
to the theory of theatrical production 3 . 


[ XXVII. 
which may relate 


( 8L 


82. Hence producers 1 [of plays] should know [properly] 
about Co-ordination (sama), Charm of Limbs ( ahgamadJmrya), 
Recitatives (; paihya ), roles ( prahrti ), the Sentiments (rasa), songs 
({Jana), instrumental music ( va'lya ), and the Costumes and Make¬ 
up (nepathya) 2 . 

Co-ordination 

88. Gestures (ahga) which are simultaneously 1 made in a 
play in harmony with the different aspects of the arts in course 
of the Dliruva songs and of dances 2 is called Co-ordination (sama). 

84. When in course of the performance [of a play] Gestures 
of different limbs major and minor, are accompanied by songs 
with proper Time (tala) and tempo (laya) and by the playing of 
drums it is called Co-ordination. 


Charm of Limbs 

85. The position in which the chest is not bent 1 , the 
two arms are Caturasra. and spread out (ayata) 2 and the neck is 
Ancita, gives rise to the Charm of Limbs (ahgamadhurya). 

86. And as for the remaining subjects 1 which are to be 
mastered (sadhya) 2 by the actors (sadhaka) they have been 
discussed before. But they are to look after the instrumental music 
(vadya )®, the roles (praJcrli, lit. the origin) and the songs ( gana ). 

87. The Success arising from the Gestures and the various 
Sentiments should be expressed out of joy through all the 
signs (lit. the places) of the same. 


2 Road dnsanabhasam for diisanab has ah, K. 

3 Road prayogasamayasrilm for prayoga-samayasritaiJi. 

82 (C.80b; K.70). 1 firayoktrbhih C. (prayatnatah, K.). 

2 C. omits 82a). 83 (C.81; K.71). 1 samantat, K. samarthah, C.). 

2 dhrmana\yaprayoge, C. (gitavaditratalena, K.). 84 (K.72). 

85 (C-82; K.73). 1 anirbhugnam, C. {sanirbhtignam, K.). 

2 srayatau bhujau, C. °smh taukarau> K. 

86 (C.83; K.74). 1 These are pdlhya, rasa and nepathya ; see NfS. 

XIX., VI. and XXIII. 2 sadhyam. C. ( preksyani K.). . 

Read vadyam prakrtayo ganam for vadya-prabtaye’hganlm, C. 
and vadyavi prakrtayo juanam, K. 87 (C.84; K.75). 
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Suitable times for dramatic performance 

88. Producers [of plays] should know the time (kala) for a 
performance ( vara ), which depends on various considerations to 
be [generally] day and night 1 . Listen now when a performance may 
take place during these two periods. 

89. The performance in the evening, the midnight and the 
dawn belongs to the night 5 . 

90. The performance in the forenoon and the afternoon 
belongs to the day. 


Time of performance according the subject and the Sentiment 

91. I shall now speak how these times are suited to 
[different] Sentiments after mentioning the time {kala) to which 
a performance belongs. 

92. [The performance] which is pleasant to the ear and is 
based on a tale of virtue ( dharma ), whether it is pure (suddha) 
or mixed ( vikrta ), should be held in the forenoon. 

93. That which is rich in instrumental music, includes 
the story of strength and energy, and carries [a chance of] abundant 
success should be performed in the afternoon. 

94. That which relates to the Graceful Style, the Erotic 
Sentiment and is full of vocal and instrumental music 1 should 
be performed in the evening. 

95. The drama which relates to the magnanimity [of 
the Hero], am] contains mostly the Pathetic Sentiment should 
be performed in the morning and it will scare away sleep. 

96. The drama should not be performed in the midnight 
or at noon or at the time of the Sandhya prayer or of taking meals. 

97. Thus after looking into the time, place and the 
basis (plot) of a play one should bring about its production 
according to the States and the Sentiments it contains. 


88 (C.85; K.76). 

89 (^.87; K.77). 


1 Read 88b as ^ f5, ^‘ 

i reads 89a as lift * aud 89b 

correspondingly. 90 (CM. K.Ml M «><*> «“»>■ » ( C .6^K.80). 

93 (C 90: K.21). 94 (C.91; K.82). 1 gi/amdttfabhuyts{Aam L. 

nrtyavudtimgitadhyam. K • 95 (C.92; K.83) 96 (C.93, k.84). 

97 (C.94; K.85). 1 prasamlksya sasamrayam, C. but parnadam ca 

samiksya lu, K. Parnadam in K. may be a wrong reading for pfmadam 
(assembly). 
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Emergency performances are independent of time 

98. But when the patron (lit. master) orders, the time and 
place are not to be taken into consideration and the performance 
should be held without any hesitation. 

99. Proper Co-ordination (lit. co-ordinated production) 
Brilliance [of Pageant] (samrddhi), and actors capable of [good] 
production are the three [points of] merits [in a performance]. 1 

Qualities of an actor 

100-101. Intelligence, strength, physical beauty 1 , knowledge 
of Time (tala) and tempo ( laya ), appreciation of the States and 
the Sentiments, [proper] age, curiosity, acquisition [of knowledge 
and arts], [their] retention, vocal music, dances, suppression of 
stage-fright, and enthusiasm will be the requisite qualities of an 
actor (patra). 

An ideal performance 

102- That which includes good instrumental music, 
good songs, good recitatives as well as Co-ordination of all acts 
prescribed by the Sastra, is called an [ideal] production. 

Brilliance of Pageant 

103. Use of proper ornaments, good garlands, clothes and 
proper painting or the Make-up [for the characters] gives rise to 
Brilliance of Pageant (samrddhi). 

The best performance 

104. According to the producers of plays the best (lit. the 
ornament) [of the performance] occurs when all these factors 

combine. 

105. Thus I have spoken to you properly of the charac¬ 
teristics of the Success. Now I shall speak to you about the 
different branches of music (ettodya, lit. instrumental music) 1 . 

Here ends Chapter XXVII of Bharata’s NatyaMstra, 
which treats of the Success in Dramatic Production. 

98 (C.95; K.86). 99 (C.96; K.87). 1 See below 103. 

100-101 (C-97-98; K.88-89). 1 surupatvam, K. ( svamPatvam > ca, C). 

102 (C.99; K.90). 103 (C.100; K.91)* 104 (0401; -K92). 

105 (C.102; K.93). 1 The Ohapters XXVIII-X X A III which 
treat of the theory and practice of the different branches of music, will 
be published in the second part of the present work. 

27199 
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Page XLYI line last Read ‘depends’ 

„ XLVIII „ 14 „ ‘XXVII. 63-69’ 

» LXIV „ 14 „ ‘Natya^astra’ 

» LXXII „ 16 „ ‘corresponding’ 

>, „ 3 (from the bottom) Read ‘about’ after ‘doubt’, and 

‘of’ for ‘are’ 

„ LXXIII ,, 3 Read ‘summed’ 

Page 1 line 13 Read ‘Pitamaha’ for ‘Pitmaha’ 

„ 3 „ 26 ,, ‘Brahmana’ for ‘Bramana’ 

„ 5 „ 14 Omit the fullstop.after‘ordered’ 

„ 6 „ 3 (from the bottom) Read SD. (294) 

„ 7 „ 2 Read ‘Bhayanaka’ for ‘Bhyanaka’ 

„ 7 „ 15 „ ‘Need of the Graceful Style’ 

„ 8 „ 4 'for practising the Graceful Style’ 

„ 9 „ 4 (from the bottom) Read ‘case-endings’ for ‘nominal’ 

„ 11 ,, 13 Read ‘said’ for ‘saids’ 

„ 14 „ 20 „ ‘of the gods’ for ‘of the Daityas’ 

„ 16 „ 9 (from the bottom) Read ‘reads one’ for ‘readsonc’ 

„ 19 . „ 7 Read architect’ for ‘architccht’ 

„ 19 „ 12 „ ( avara ) ! for (avara) 

„ 19 „ 23 Omit ‘According’ from here and put it before to 

Ag.’s’ in the next line. 

„ 19 „ 25 Read ‘medium’ after (iv) 

„ 27 „ 2 (from the bottom) Carry ‘and’ after rahgaflttjia 

„ 29 „ 12 ( „ » ) Read for 

„ 81 „ 17 Put 1 at the end of the line. 

„ 3 (from the bottom) Read B. 102b lor 1026. 

., 34 „ 10 ( » ) Read ‘rather’ for ‘very’ 

9 ( () „ ) Add the following: Yajfiavalkya 

who has been assigned to the 400 A.C. by Jolly, 
mentions GaneSa, (See Hindu Law and Customs, 
pp. 42-44) 

„ 4 (from the bottom) Read samprayujya 

„ 35 „ 17 Road ‘18*20'for‘18’. 

„ 35 „ 2 (from the bottom) Omit fi See'diagram 1.’ 

„ 37 „ 12 Put a comma after ‘sweet meats’ 

„ 40 „ 20 „ ‘Theu au’ for ‘Theft a’. 

„ 57 „ 23 Omit ‘(Vaktra ) 1 after ‘Aviddha’ (for ‘aviddha’) 

28 Put \kmna)' after ‘Cari’ last. Omit ‘Defined 
nowhere in the NS.’ 



misrty 



i*age 58 lino 3 (from the bottom) Read 'Talagra 0 ’. 

» 67 y, 6 ( » „ ) Read Herivam^a for Hraivainsa. 

» 73 >, 12 ( „ ■, ) Read ( sukuviara ) for ( sukmara ). 

■> 76 „ 2 ( „ „ ) Put '(p.194)’ after BhP. and 'See 

also’ before SR, and Read qfrtmba for 
„ 82 „ 4 (from the bottom). Add after 'drama’ the following ; 

Sitar probably is developed from the citra Ivina). 

» 86 „ 6 (from the bottom) Put 2 before 'B. reads’. 

» 97 „ 24 25 Read Prayujya for prajujya. 

» 105 „ 7 Close the bracket after 'meaning’. 

>, 108 „ 12 (from the bottom) Read family’ for 'famiiy’. 

» 9 ... Read 'traditional authority’. 

„ 111 » 9 Read ’Excessive’for‘Violent’ 

» 17 „ middling type’ 

„ 113 ,, 1 'Sentiments' 

» 118 » 11 » ‘bhaviia’ for ‘bbavila’ 

» 119 „ 9 „ ‘Determinant’for‘Ditcrmiuant’ 

„ 127 „ 15 „ 'Mouth’ for 'Mouto’ 

t> 128 „ 18 „ ‘Intoxication’ for 'lotoxication’ 

w 130 „ 5,6,12 Correct the misspelt 'Depression’ 

„ 132 „ 18 Omit the comma after 'biting’ 

,t 134 „ 14 Read firakrli-vyasana 

„ 140 „ 9 (from the bottom) Insert 'and’ after 'potsherd' 

„ 141 ,, 2 Read 'is’ for ie’ 

„ 142 „ 10 Omit the fullstop after ‘mounts’ and insert 'and’ 

143 „ 11 (from the bottom) read 'stage’for‘tage’ 

,> 145 » 10 ( „ „ ) Insert ‘and’ after ‘sleeping’ 

» 146 » 16 Read ‘Sentiment’ 

17 „ ‘depend’for‘depends’ 

„ 150 „ 11 „ for 

„ 152 „ 10 Omit‘[slightly]’and insert'up’after ‘raised’ 

» 164 „ 5 (from the bottom) Read ‘Purna’ (full) 

„ 165 „ 6, 18 Read ‘lip’ for 'lips' 

» 168 „ 10 Add the following after ‘will’ [enhance the charm 
of the night] 

„ 173 „ 13 Read ‘With’ after the fullstop. 

» 174 „ 7 (from the bottom) shift‘from’before '/ Cunrjala’< 



» 

2 ( 

,, „ ) Read 'Andre et’. 

224 

» 

11 ( 

„ „ .) Read I 


» 

2 ( 

„ ) kancukin. 

230 

t ) 

16 Read 'gait of women’ 

240 

J) 

17 „ 

'distant place’. 


( 0 .) 
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tt 
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it 

2 


akhyata. 

for 

'combines’ for 'combine’, 
‘bahuraana’ foa 'bhumaim’ 
'gacchet’ for 'gaccet’. 
'shoulders 1 ’ for 'shoulders’. 


For 


long oars as signs of beauty seethe Buddha images of 
the Mathura school belonging to 100 B. C. onwards. 


„ 'jugglers’ for ‘jugglar’s 
at the bottom. Add after notes the following. 
Introduction, section VIII para 4. 


See 


„ ‘extant’ for ‘extent’ 

(at the bottom) Bead before 'Ex.' the following 
Dusyanta’6 charioteer addressing him (Sak. 1.) 1 
(from the bottom) Add the following after the 
fullstop : 

Magadhan prince is referred to as bhaddamuha by 
the female ascetic in Svapna. 1. 7. 20- For the use 
of bkadramukha in inscriptions see Select Inscrip¬ 


tions, no. 72. and Keith, Skt. Drama, p. 69. 

„ 342 „ 11 Read ‘may also’ for ‘are to’ 

12 Omit 'mistress ( [bhatlvit ) and’. 

„ 345 „ 6 (from the bottom) Read 'Jayasena’ for ‘Jayasena . 

„ 351 „ 6 (from the bottom) Read ‘na mama’ for ‘nama ma’. 

„ 361 „ 7 Read ‘a Supporting’ for an ‘Explanatory. 

„ „ „ 11 (from the bottom) Read ‘a supporting’ for ‘an 

Explanatory’. 

,, 362 „ 4 Read ‘those’ for ‘these’. 

„ 366 „ 21 Add after ‘available’ the following : unless the 
Pancaratra is to be taken as such’ (See ID. J>. 52). 

,, 368 „ 13 Insert ‘of’ after ‘use’. 

„ „ f> is (from the bottom) Read nnft WWW 

„ 369 „ 18 Read ‘are’ for ‘is’ at the end of the line. 

„ 370 „ 23 „ ‘basis’ 1 for ‘basis’. 

„ „ „ 7 (from the bottom) Insert after ‘men’ the following : 

'unless Karna’ also is to br taken as such (See ID. 


p. frft). 





Q 


(i)) 


Page 389 
„ 397 


404 


line up to the bottom '*■ dipiakavyarasayonik 
OChrcetm ’ffcftsfror: n? gif??: Ag) 

line (at the top) Read XXI. 71 for XX 71. 

12 (from the bottom) Omit ‘bat parts of scenes’. 

9 ( ,, ,, ) Read viskambhakah samshiah • 

5 { ,> >, ) Add the following': ‘Also cf. NS. 

XX. 38; 

19 Read ‘Kathodghata’. 


„ 408 line 18 Read 'the Theme’ for for ‘Various Feelings’. 


„ 411 
„ 420 


425 


„ 469 
486 




„ 488 
„ 419 


/> 


491 


493 


a 

„ 502 
508 


14 

10 

20 

21 

21 

25 


„ 431 
„ 431 


‘ samghutyaka ’. 

Gauda 1 for Gauda 
Ullekhya 1 

Kumbhipadaka 2 , Avarta 3 
non-Aryans 

Add 'See NS. XVIII 44 note 1 
4 (from the bottom) Read B. C. for A. C. 

„ 26 line the bottom at Read (J ll taMukuid) 

„ 7 (from the bottom) Add as following ’• 

2 The Usnisa of the Buddha images may probably be 
an imitation of the crown of matted hair. . 

„ 13 Read 'their lover’ for ‘her lover’ 

„ 14 „ women’s heart, for 'woman’s heart’ 

„ 22 .> 

,i 19,20 „ . , 

„ 8 (from the bottom) Read 'known’ for hnown 

2 ( „ „ ) Add after the fullstop the 

following : 

The husband’s conjugal right of punishment such 
as blows with a chord or rod, is often referred to in 
the SmVti literature (Manu, 8, 299f, Sankha, 4.16 
etc.) See Jolly, Hindu Law and Customs, p. 145, see 
also Kautilya, IH. 3. 

"one’ after ‘time’ 

(from the bottom) Read ‘abhinayasya’. 

21 Read ‘great’ for ‘greet’. 

11 „ ‘ 111 - 112 ’for‘110-111’. 

15 „ 112-113 for 111-112, 

19 Put ‘of’ before ‘Time’. 


‘self-esteem’ for ‘self-esteen’ 
‘quarternary’ 


5 

7 


Vi a 
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